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This	  research	  constitutes	  the	  analysis	  of	  a	  previously	  unstudied	  area,	  the	  transformation	  of	  
Spiritualism	  from	  a	  theological	  belief	  system	  to	  a	  media	  spectacle	  in	  contemporary	  British	  culture.	  
Exploring	  modern	  Spiritualism’s	  theological	  framework,	  pointing	  to	  its	  communal	  belief	  structure,	  
practices	  and	  Seven-­‐Principle	  doctrine	  this	  research	  articulates	  its	  position	  within	  society	  today,	  
exploring	  notions	  of	  re-­‐enchantment	  where	  the	  contemporary	  individual	  has	  become	  disconnected	  
from	  formal	  religious	  institutions	  but	  still	  possesses	  a	  yearning	  for	  spiritual	  nourishment.	  During	  early	  
forms	  of	  Spiriualism	  a	  first-­‐person	  genuine	  experience	  was	  fundamental	  to	  the	  way	  in	  which	  the	  
spectators	  framed	  meaning	  around	  what	  they	  were	  viewing.	  The	  loss	  of	  first	  person	  aspect	  provides	  
a	  fundamental	  stance	  from	  which	  to	  interrogate	  the	  shifts	  that	  have	  occurred	  to	  Spiritualism	  as	  a	  
result	  of	  its	  contemporary	  representations.	  Critically	  the	  study	  examines	  the	  representation	  of	  
Spiritualism	  within	  the	  media,	  particularly	  on	  television,	  where	  mass	  audiences	  experience	  
Spiritualism	  through	  the	  ghost	  hunting	  programme.	  
Using	  existing	  postmodernist	  theoretical	  approaches,	  most	  significantly	  Baudrillard	  and	  the	  
theory	  of	  Simulacrum	  (1994),	  alongside	  theories	  of	  media	  spectacle	  led	  by	  Kellner	  (2003)	  Darley	  
(2000)	  and	  King	  (2005),	  this	  study	  adopts	  a	  qualitative	  approach	  to	  examine	  this	  contemporary	  
Spiritualist	  media	  phenomenon,	  using	  textual	  analysis	  to	  review	  primary	  media	  texts,	  current	  
literature	  in	  the	  field,	  magazines	  and	  newspapers,	  and	  	  a	  textual	  analysis	  approach	  to	  explore	  the	  
key	  media	  representations	  of	  Spiritualism	  within	  Most	  Haunted	  as	  a	  primary	  text.	  
It	  is	  argued	  that	  through	  the	  technologisation	  and	  media	  coding	  of	  Spiritualism,	  it	  has	  become	  
framed	  by	  existing	  forms	  of	  media	  production,	  and	  now	  only	  exists,	  and	  can	  only	  be	  understood	  as	  a	  
hyperreal	  text	  that	  prioritises	  spectacle.	  The	  traditional	  Spiritualist	  theological	  belief	  system	  has	  been	  
reduced	  to	  an	  empty	  set	  of	  orchestrated	  on-­‐screen	  motifs,	  severed	  from	  their	  authentic	  meaning	  
that	  take	  only	  the	  aesthetic	  form	  of	  Spiritualism	  but	  offer	  none	  of	  the	  authentic	  communal	  
experiences	  that	  pervade	  both	  traditional	  and	  contemporary	  first	  person	  experiences.	  
	   The	  textual	  analysis	  of	  Most	  Haunted	  confirms	  the	  media	  simulation	  of	  Spiritualism	  but	  
simultaneously	  reveals	  the	  programme’s	  construction	  of	  the	  conventions	  for	  all	  future	  
representations	  of	  ‘media	  spiritualism’.	  The	  séance,	  communion	  with	  spirit	  and	  notions	  of	  
mediumship	  are	  reduced	  to	  stylishly	  edited	  scenes	  that	  play	  on	  filmic	  conventions.	  Most	  significantly	  
the	  thesis	  establishes	  that	  the	  ghost	  hunting	  programme	  has	  become	  a	  space	  for	  ghostly	  ‘visitations’	  
of	  Victorian	  devices	  of	  Spiritualism.	  Practices	  that	  were	  once	  located	  in	  the	  darkened	  nineteenth	  
century	  parlour	  have	  been	  ‘repatriated’	  into	  the	  darkened	  locations	  of	  media	  investigations	  that	  
operate	  as	  moments	  of	  retrospective	  hallucination,	  thus	  the	  removal	  of	  the	  theological	  is	  complete,	  
the	  on-­‐screen	  entertainment	  and	  spectacle,	  devoid	  of	  understandings	  of	  the	  communion	  with	  spirit	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British	  Spiritualism	  -­‐	  An	  Introduction	  
Modern	  Spiritualism	  from	  its	  inception	  in	  March	  1848	  has	  provided	  large	  numbers	  of	  people	  with	  a	  
spectacular	  experience.	  Governed	  by	  the	  performance	  of	  a	  medium,	  who,	  sitting	  centre	  stage,	  takes	  
the	  audience	  on	  a	  journey	  beyond	  the	  living	  world	  and	  through	  extra	  sensory	  perceptions1,	  including	  
clairaudience,	  clairvoyance	  and	  clairsentience2,	  the	  medium	  claims	  to	  be	  able	  to	  interact	  with	  
disembodied	  souls	  and	  pass	  messages	  from	  deceased	  loved	  ones	  to	  audience	  members.	  The	  concept	  
of	  modern	  Spiritualism	  as	  a	  movement	  was	  born	  when	  American	  sisters	  Margaret	  and	  Kate	  Fox	  
reported	  tapping	  sounds	  through	  which	  they	  claimed	  to	  be	  able	  to	  communicate	  with	  the	  spirit	  of	  a	  
murder	  victim	  (Weisberg,	  2004:	  1).	  This	  was	  apparently	  a	  groundbreaking	  and	  shocking	  revelation	  
because	  it	  suggested	  that	  two	  young	  girls	  were	  in	  regular	  contact	  with	  a	  transcendent	  plane.	  	  
	   It	  did	  not	  take	  long	  for	  these	  events	  to	  gain	  a	  reputation,	  making	  the	  Fox	  sisters	  famous	  on	  
both	  sides	  of	  the	  Atlantic.	  Throughout	  Victorian	  England,	  Spiritualism	  became	  positioned	  at	  an	  
intersection	  of	  cultural	  fascinations.	  The	  framework	  itself	  offered	  a	  theological	  belief	  system	  with	  its	  
own	  practices,	  led	  by	  a	  Spiritualist	  medium	  who	  would	  include	  elements	  of	  theatrical	  performance.	  
Spiritualism	  also	  offered	  up	  a	  new	  space	  for	  the	  exploration	  and	  renegotiation	  of	  existing	  gender	  
dynamics.	  	  Clarke	  informs	  us	  that:	  
	  
The	  town	  of	  Keighley	  happened	  to	  be	  where	  this	  new	  faith	  of	  spiritualism	  took	  root,	  and	  its	  
adepts	  routinely	  linked	  it	  with	  a	  ragbag	  of	  anti-­‐establishment	  positions,	  including	  votes	  for	  
women	  and	  anti-­‐vivisection	  (2012:	  181)	  
	  
Beliefs	  that	  mediums	  possessed	  the	  ability	  to	  contact	  the	  dead	  were	  becoming	  fashionable.	  Brennen	  
claims	  that	  Queen	  Victoria	  herself	  would	  consult	  a	  Spiritualist	  medium	  named	  Robert	  James	  Lees,	  
with	  Buckingham	  Palace	  providing	  a	  regular	  location	  for	  a	  Royal	  séance	  (2013:	  207).	  The	  Victorian	  
cultural	  landscape	  was	  a	  complex	  arena	  in	  which	  both	  religion	  and	  science	  occupied	  dominant	  yet	  
largely	  opposing	  areas	  of	  discourse.	  Darwin	  (1859),	  and	  Strauss	  (1860)	  led	  the	  significant	  body	  of	  
scientific	  discourse,	  highlighting	  Victorian	  epoch’s	  fascination	  with,	  and	  reliance	  on	  science	  to	  
answer	  all	  of	  life’s	  questions.	  Darwin	  was	  not	  however	  without	  opposing	  critique	  from	  members	  of	  
of	  his	  own	  community.	  Alfred	  Wallace,	  a	  leading	  naturalist	  and	  explorer,	  also	  advocated	  Darwin’s	  
work	  on	  the	  theory	  of	  evolution,	  held	  strong	  beliefs	  that:	  ‘Spiritualism	  was	  genuine’	  (Northrop,	  1913:	  
621).	  Technological	  innovations	  are	  equally	  important	  factors	  in	  this	  cultural	  mix.	  The	  development	  
of	  telegraphy	  and	  other	  forms	  of	  radio	  communication	  during	  the	  nineteenth	  century	  has	  been	  
closely	  linked	  to	  the	  framing	  of	  communications	  with	  other	  spaces	  and	  times.	  Scholars	  such	  as	  
Andriopoulos	  (2013)	  Blanco	  (2010)	  and	  Sconce	  (2000)	  link	  the	  rise	  of	  Spiritualism	  to	  a	  fascination	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1	  These	  are	  often	  explained	  to	  the	  audience	  beforehand.	  
2	  Clairaudience	  is	  where	  the	  medium	  claims	  to	  be	  in	  possession	  of	  the	  ability	  to	  hear	  messages	  from	  
spirit,	  clairvoyance,	  the	  medium	  sees	  the	  spirit	  or	  message,	  while	  clairsentience	  is	  where	  the	  
medium	  can	  sense	  a	  spirit’s	  emotions.	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with	  these	  emerging	  modes	  of	  communication.	  Peters	  conceptualises	  that	  what	  was	  occurring	  with	  a	  
medium	  during	  a	  séance	  was	  no	  different	  to	  the	  connections	  made	  during	  telecommunications.	  One	  
psychical	  researcher	  in	  1907	  said	  that:	  ‘if	  a	  machine	  can	  produce	  etheric	  waves,	  capable	  of	  cognition	  
and	  communication,	  the	  same	  possibility	  should	  exist	  within	  our	  own	  selves’	  (1999:	  105).	  
	   While	  science	  and	  technology	  were	  a	  powerful	  dynamic	  in	  Victorian	  Britain,	  the	  
seemingly	  omnipotent	  force	  of	  religion	  still	  held	  great	  sway.	  Parsons	  illustrates	  that	  there	  existed	  a	  
complex	  relationship	  between	  the	  state,	  the	  church	  and	  the	  congregations.	  He	  argues	  ‘religious	  
institutions	  are	  shown	  to	  have	  been	  central	  to	  the	  fabric	  of	  society’	  with	  secular	  objectives	  being	  
cloaked	  by	  religious	  ideologies	  (1988:	  9).	  Parsons	  informs	  us	  of	  the	  importance	  of	  church	  life,	  with	  
individuals	  possessing	  strong	  senses	  of	  theological	  engagement.	  Within	  this	  strangely	  religious-­‐
scientific	  landscape,	  Spiritualism	  captured	  the	  imagination,	  offering	  a	  perfect	  blend	  of	  theological	  
engagement	  within	  a	  scientific	  framework.	  The	  theology	  embodied	  a	  Seven-­‐Principle3	  doctrine,	  
these	  are	  stated	  as:	  
	  
1:	  The	  Fatherhood	  of	  God.	  
2:	  The	  Brotherhood	  of	  Man.	  
3:	  The	  Communion	  of	  Spirits	  and	  the	  Ministry	  of	  Angels.	  
4:	  The	  Continuous	  Existence	  of	  the	  Human	  Soul.	  
5:	  Personal	  Responsibility.	  
6:	  Compensation	  and	  Retribution	  Hereafter	  for	  all	  the	  Good	  and	  Evil	  Deeds	  done	  on	  Earth.	  
7:	  Eternal	  Progress	  Open	  to	  every	  Human	  Soul.	  
	  
The	  doctrine	  focuses	  on	  an	  alignment	  with	  God	  alongside	  a	  scientific	  value	  and	  emphasis	  on	  proof.	  
This	  is	  fused	  together	  with	  the	  entertainment	  and	  drama	  of	  the	  overall	  Spiritualist	  experience.	  In	  this	  
sense,	  it	  is	  easy	  to	  see	  why	  in	  Victorian	  Britain,	  Spiritualism	  was	  burgeoning.	  Owen	  notes	  that:	  
	  
Many	  spiritualists	  were	  practicing	  Christians	  who	  saw	  in	  spiritualism	  direct	  confirmation	  of	  
their	  beliefs.	  Others	  were	  disillusioned	  with	  what	  they	  considered	  the	  dead	  hand	  of	  orthodox	  
dogma	  and	  ritual	  but	  regarded	  the	  spiritualist	  séance	  gathering	  in	  the	  tradition	  of	  the	  early	  
primitive	  church	  (2004a:	  18).	  
	  
	  
	   The	  emphasis	  on	  Spiritualism	  as	  a	  scientific	  religion	  is	  exemplified	  during	  the	  Victorian	  era	  
through	  the	  many	  scientific	  investigations	  into	  Spiritualist	  practices.	  Early	  scientific	  examinations	  
carried	  out	  on	  Spiritualist	  Daniel	  Home	  are	  indicative	  of	  the	  work	  to	  understand	  Spiritualism:	  Home	  
provided	  scientists	  the	  'fullest	  facilities	  for	  investigation'	  (Melechi,	  2008:	  195).	  In	  1869,	  the	  London	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3	  The	  Seven	  Principles	  of	  the	  Spiritualist	  are	  the	  founding	  theological	  statements	  that	  make	  up	  the	  
belief’s	  doctrine.	  These	  were	  constructed	  by	  medium	  Emma	  Hardinge	  Britten	  (1823	  –	  99).	  The	  Seven	  
Principles	  are	  available	  here:	  http://www.snu.org.uk/spiritualism/principles	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Dialectical	  Society	  was	  founded	  to	  examine	  the	  claims	  of	  mediumship	  and	  to	  investigate	  the	  practice	  
of	  séances.	  Led	  by	  a	  group	  of	  believers	  and	  sceptics	  they	  would	  seek	  to	  understand	  the	  nature	  of	  
Spiritualist	  claims,	  both	  mental	  mediumship	  through	  spirit	  messages	  but	  also	  physical	  including	  table	  
tipping,	  the	  excretion	  of	  ectoplasm,	  and	  broadly	  communication	  with	  the	  dead.	  During	  the	  1870s,	  
Home	  along	  with	  others	  who	  reported	  psychic	  abilities	  were	  examined	  by	  the	  acclaimed	  scientist,	  
William	  Crookes,	  who	  carried	  out	  critical	  investigations	  into	  their	  claims.	  Working	  with	  a	  
dynamometer	  under	  the	  'strictest	  test	  conditions'	  he	  deduced	  that	  psychic	  force	  and	  the	  ability	  to	  
move	  heavy	  objects	  without	  mechanical	  contact	  was	  possible	  (Melechi,	  2008:	  199).	  Shortt	  (1986)	  
cited	  in	  Cocks	  (2001)	  suggests	  that	  by	  the	  1880s	  there	  was	  less	  of	  an	  interest	  in	  examining	  the	  table-­‐
rappings,	  with	  a	  movement	  to	  study	  areas	  of	  trance	  states,	  pointing	  towards	  the	  significance	  of	  new	  
theories	  that	  were	  being	  pursued	  by	  the	  Society	  of	  Psychical	  Research	  (SPR).	  A	  leading	  researcher	  at	  
the	  SPR	  during	  this	  period	  was	  Frederic	  Myers	  who	  believed	  he	  had	  established	  evidence	  that	  there	  
was,	  what	  he	  termed,	  a	  ‘subliminal	  self,’	  ‘which	  acted	  outside	  the	  guidelines	  of	  the	  will’	  (2001:	  208)4.	  
Cocks,	  while	  examining	  male	  mediumship	  and	  homosexual	  desire	  in	  Victorian	  England,	  seeks	  to	  
understand	  the	  scientific	  communities’	  theorisation	  of	  Spiritualism,	  arguing	  that	  the	  medium’s	  
trance	  can	  be	  interpreted	  as	  a	  ‘cosmic	  consciousness,’	  the	  possession	  of	  this	  ‘almost	  escaped	  
definition,	  but	  was	  characterised	  by	  the	  enhanced	  appreciation	  of	  the	  order	  and	  oneness	  of	  the	  
universe,	  to	  which	  was	  added	  a	  “state	  of	  moral	  exaltation”	  and	  an	  “indescribable	  feeling	  of	  
elevation,	  elation	  and	  joyousness”’	  (2001:	  209).	  Outside	  of	  this	  scientific	  endeavour,	  an	  expansion	  in	  
numbers	  of	  psychics,	  séances	  and	  spectators	  confirmed	  the	  growing	  populist	  interest	  in	  Spiritualism,	  
which	  is	  documented	  through	  the	  works	  of	  Owen	  (2004b),	  Melechi	  (2008),	  Oppenheim	  (1985)	  and	  
Tromp	  (2006).	  	  
	   The	  Victorian	  fascination	  with	  ghosts	  should	  also	  be	  considered	  to	  further	  understand	  the	  
dynamics	  of	  societal	  space.	  The	  popularity	  of	  the	  Victorian	  literary	  ghost	  is	  evident	  with	  ghostly	  
appearances	  in	  the	  works	  of	  Wilkie	  Collins	  (1865),	  Brontë	  (1833)	  and	  Dickens	  (1858).	  Cox	  et	  al.	  note	  
that	  Victorians	  excelled	  at	  the	  ghost	  story,	  ‘in	  an	  age	  of	  rapid	  material	  and	  scientific	  progress	  the	  
idea	  of	  a	  vindictive	  past	  to	  reach	  out	  and	  violate	  the	  present	  held	  an	  especial	  potential	  for	  terror’	  
(1991:	  inside	  cover	  sleeve).	  Even	  ghost	  hunting	  (although	  it	  was	  not	  actually	  called	  that	  at	  the	  time)	  
was	  a	  key	  part	  of	  the	  Victorian	  consciousness;	  Edmund	  Gurney,	  Frederic	  Myers	  and	  Frank	  Podmore	  
‘were	  said	  to	  be	  leading	  figures	  in	  the	  early	  years	  of	  the	  Society	  for	  Psychical	  Research,	  they	  worked	  
on	  the	  committee	  for	  Apparitions	  and	  Haunted	  Houses	  to	  provide	  evidence	  for	  human	  survival	  after	  
death’	  (Woollaston,	  31/11/14).	  
	   While	  self-­‐evidently	  the	  audiences	  attending	  and	  experiencing	  the	  mediumship	  at	  the	  time	  
of	  the	  Fox	  sisters	  were	  fewer	  than	  the	  number	  attending	  the	  popular	  Victorian	  mediums	  of	  the	  
1890s,	  what	  was	  going	  on	  in	  terms	  of	  the	  overall	  framework	  of	  Spiritualism,	  where	  the	  medium	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
4	  On	  the	  specific	  SPR	  findings	  of	  Frederick	  Myers	  see:	  Frederick	  Myers,	  Human	  Personality	  and	  Its	  
Survival	  of	  Bodily	  Death	  published	  in	  1903,	  London,	  Longmans.	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becomes	  the	  conduit	  for	  messages	  from	  the	  disembodied	  soul,	  was	  the	  same.	  Removing	  arguments	  
as	  to	  the	  veracity	  of	  the	  medium’s	  claims,	  what	  is	  evident	  is	  that	  the	  Fox	  sisters	  provided	  a	  level	  of	  
performance	  to	  family,	  friends	  and	  neighbours,	  in	  a	  sense	  an	  early	  form	  of	  Spiritualism	  as	  spectacle.	  
Modern	  Spiritualism	  from	  its	  earliest	  incarnation	  as	  the	  Fox	  sister’s	  'Rochester	  Rappings'	  has	  been	  
associated	  with	  spectacle	  and	  a	  level	  of	  ‘show	  business’	  (Natale,	  2011:	  241)5.	  While	  it	  has	  been	  
noted	  that	  the	  majority	  of	  Spiritualism	  was	  performed	  in	  small	  groups,	  the	  Fox	  sisters,	  later	  in	  their	  
career,	  also	  appeared	  performing	  mediumship	  for	  ‘large	  public	  events’	  (Weisberg,	  2004:	  105).	  By	  the	  
1850s	  the	  sisters	  were	  taking	  their	  show	  of	  spirit	  communication	  on	  tour,	  charging	  the	  audience	  to	  
experience	  the	  spectacle	  being	  produced.	  The	  spectacle	  of	  British	  Spiritualism	  during	  its	  formative	  
years	  was	  played	  out	  in	  settings	  such	  as	  darkened	  rooms	  with	  the	  medium	  close	  to	  the	  sitters.	  In	  
some	  cases	  the	  medium	  would	  sit	  away	  from	  members	  of	  the	  audience	  or	  behind	  a	  curtain	  where	  
they	  would	  occasionally	  be	  seen	  to	  generate	  a	  substance	  known	  as	  ectoplasm,	  described	  as	  ‘ethereal	  
matter	  that	  exuded	  from	  the	  orifices	  of	  mediums’	  (Clarke,	  2012:	  153).	  These	  excretions	  of	  ectoplasm	  
would	  quite	  often	  be	  interpreted	  as	  the	  form	  of	  a	  ghostly	  spirit	  who	  would	  further	  add	  to	  the	  
spectacular	  performance,	  amazing	  the	  audience	  by	  talking	  and	  conveying	  messages	  from	  beyond	  the	  
grave.	  Despite	  the	  content	  of	  early	  Spiritualism,	  this	  first-­‐person	  genuine	  experience	  is	  fundamental	  
to	  the	  way	  in	  which	  the	  spectators	  framed	  meaning	  around	  what	  they	  were	  viewing.	  This	  position	  
will	  provide	  a	  fundamental	  stance	  from	  which	  to	  interrogate	  the	  shifts	  that	  have	  occurred	  to	  
Spiritualism	  as	  a	  result	  of	  its	  contemporary	  representations.	  	  
	   With	  Spiritualism	  providing	  British	  society	  with	  a	  new	  sense	  of	  both	  fascination	  and	  newly	  
defined	  notions	  of	  theological	  engagement	  that	  were	  outside	  of	  traditional	  orthodoxy,	  audiences	  for	  
séances	  and	  public	  demonstrations	  of	  mediumship	  proliferated	  during	  the	  First	  World	  War.	  Factors	  
supporting	  this	  swell	  of	  Spiritualist	  interest	  were	  the	  wives	  and	  families	  of	  those	  missing	  or	  killed	  in	  
battle	  which	  meant	  that	  séances	  provided	  a	  new	  space	  for	  a	  grieving	  public	  to	  receive	  one	  last	  
message	  from	  a	  loved	  one.	  The	  war	  and	  the	  rising	  death	  toll	  combined	  with	  entrenched	  cultural	  
obsessions	  with	  science	  and	  religion	  (largely	  a	  throwback	  to	  Victorian	  society),	  further	  enhanced	  the	  
popularity	  of	  Spiritualism	  and	  placed	  it	  at	  the	  heart	  of	  social	  collective	  pursuits.	  	  
	   Conflict	  provides	  the	  perfect	  environment	  for	  interest	  in	  the	  afterlife	  to	  flourish.	  Throughout	  
the	  Second	  World	  War,	  Spiritualism	  saw	  a	  similar	  revival,	  again	  offering	  bereaved	  families	  hope	  and	  
a	  chance	  to	  receive	  messages	  from	  their	  loved	  ones	  killed	  in	  action.	  The	  case	  of	  well-­‐known	  medium	  
Helen	  Duncan	  provides	  evidence	  as	  to	  the	  nature	  of	  the	  spectacle	  of	  Spiritualism	  during	  the	  Second	  
World	  War.	  During	  a	  séance	  conducted	  in	  November	  1941	  in	  Portsmouth,	  Duncan	  claimed	  to	  be	  in	  
contact	  with	  a	  deceased	  sailor	  from	  warship	  HMS	  Barham.	  A	  vessel	  that	  to	  all	  intents	  and	  purposes	  
(at	  the	  moment	  of	  her	  messages)	  was	  still	  afloat	  with	  a	  full	  complement	  of	  living	  crew.	  Ostensibly	  
Duncan	  however	  was	  correct,	  German	  U-­‐boat	  U-­‐331	  had	  sunk	  HMS	  Barham	  in	  November	  1941.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5	  The	  ‘Rochester	  Rappings’	  is	  the	  collective	  name	  for	  the	  phenomena	  that	  the	  Fox	  sisters	  
experienced	  in	  March	  1848	  in	  Hydesville.	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Neither	  the	  Navy	  nor	  the	  British	  Government	  released	  any	  information	  publicly	  about	  the	  sinking	  
until	  January	  1942.	  Whether	  Duncan	  had	  picked	  up	  this	  news	  mediumistically	  from	  the	  spirit	  of	  a	  
dead	  crewman,	  or	  the	  wave	  of	  gossip	  sweeping	  the	  country	  is	  open	  to	  conjecture.	  What	  is	  important	  
in	  relation	  to	  this	  event	  and	  this	  study	  as	  a	  whole	  is	  the	  element	  of	  spectacle.	  When	  Duncan	  
delivered	  her	  messages	  to	  British	  audiences,	  the	  nature	  and	  details	  regarding	  the	  sinking	  of	  HMS	  
Barham	  were	  sufficient	  enough	  to	  engage	  the	  British	  Navy's	  interest	  in	  her	  and	  her	  spirit	  messages.	  
Within	  months	  Duncan	  had	  been	  charged	  with	  fraudulent	  witchcraft,	  which	  in	  itself	  served	  to	  fuel	  
the	  spectacle	  of	  both	  the	  HMS	  Barham	  messages	  and	  in	  turn	  Spiritualist	  mediumship	  into	  a	  cause	  
célèbre.	  Prime	  Minister	  Churchill	  described	  the	  trial	  of	  Duncan	  and	  the	  1735	  Witchcraft	  Act,	  which	  
she	  was	  tried	  under	  as	  'obsolete	  tomfoolery'	  (Hewitt,	  n.d.).	  
	   Duncan	  and	  the	  Fox	  sisters	  before	  her	  provided	  compelling	  reasons	  for	  the	  growth	  of	  
Spiritualism	  as	  a	  theology,	  through	  creating	  a	  spectacle	  that	  appeared	  to	  some	  to	  be	  both	  
theologically	  and	  scientifically	  sound	  in	  popular	  perceptions.	  The	  Fox	  sisters	  hailed	  from	  a	  
respectable	  family	  and	  had	  no	  reason	  to	  fabricate	  their	  abilities,	  strengthening	  the	  validity	  of	  their	  
case	  and	  increasing	  the	  fascination	  and	  spectacle	  associated	  with	  their	  tappings	  and	  
communications,	  while	  wartime	  Britain	  offered	  Duncan	  a	  society	  yearning	  for	  communication	  with	  
their	  loved	  ones	  who	  had	  been	  killed	  in	  battle.	  	  Despite	  the	  dynamic	  of	  these	  cases	  being	  arguably	  
different,	  the	  Fox	  sisters	  performing	  to	  small	  and	  local	  audiences	  initially,	  while	  Duncan	  was	  
celebrated	  by	  hundreds	  of	  attendees	  (producing	  a	  spectacle	  that	  was	  considered	  a	  national	  threat),	  
the	  actual	  nature	  of	  the	  spectacle	  created	  can	  be	  framed	  in	  the	  same	  way.	  Their	  messages	  providing	  
a	  sense	  that	  the	  medium	  was	  able	  to	  reach	  out	  beyond	  this	  life	  and	  provide	  evidence	  of	  the	  
continuation	  of	  the	  soul	  after	  death.	  The	  spectacle	  of	  Duncan’s	  séance	  and	  subsequent	  trial	  
illustrates	  how	  the	  actual	  event	  (the	  sinking	  of	  HMS	  Barham)	  is	  secondary	  to	  the	  interest	  created	  by	  
her	  'reading,'	  suggesting	  that	  Duncan	  herself	  had	  become	  part	  of	  a	  wider	  cultural	  knowledge	  base	  of	  
mediums	  and	  spectacular	  messages.	  	  
	   As	  Spiritualism	  progressed	  into	  the	  twentieth	  century,	  the	  decline	  of	  the	  Victorian	  séance	  
gave	  way	  to	  a	  growth	  into	  a	  formalised	  framework	  of	  Spiritualist	  churches.	  These	  offered	  a	  far	  more	  
structured	  approach	  to	  Spiritualism,	  with	  a	  more	  theologically	  organised	  belief	  system	  with	  a	  strong	  
Spiritualist	  doctrine,	  based	  on	  Seven	  Principles.	  These	  principles	  firmly	  situate	  Spiritualism	  as	  a	  
theological	  belief	  system,	  embracing	  'The	  Fatherhood	  of	  God'	  and	  most	  significantly	  for	  the	  medium,	  
'The	  Communion	  of	  Spirits	  and	  the	  Ministry	  of	  Angels'.	  	  This	  illustrates	  the	  movement	  of	  the	  
experience	  of	  Spiritualism	  from	  one	  that	  was	  gained,	  in	  Victorian	  times,	  largely	  within	  smaller	  
groups,	  in	  a	  relatively	  private	  setting	  (often	  a	  home),	  to	  the	  public	  sphere	  of	  a	  church	  with	  much	  
larger	  numbers	  of	  audience	  members.	  The	  churches	  provided	  a	  place	  to	  meet,	  experience	  mediums	  
and	  view	  their	  demonstration	  of	  mediumship.	  This	  is	  essentially	  a	  similar	  display	  of	  mediumship	  to	  
that	  of	  the	  Victorian	  Spiritualist	  with	  spirit	  messages	  being	  brought	  forward	  by	  the	  medium.	  The	  
differences	  are	  that	  in	  a	  church	  setting	  Spiritualism	  becomes	  part	  of	  a	  larger	  theological	  ritual	  which	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includes	  hymns	  and	  healing	  prayers.	  Another	  difference	  is	  the	  position	  of	  the	  medium;	  they	  are	  
positioned	  in	  front	  of	  the	  church	  audience	  as	  opposed	  to	  the	  closed	  circle	  of	  the	  séance.	  This	  
movement	  of	  Spiritualism	  from	  the	  private	  to	  the	  public	  domain	  is	  explored	  and	  developed	  in	  this	  
study,	  not	  least	  because	  contemporary	  experience	  of	  Spiritualism	  has	  now	  moved	  beyond	  the	  
church	  into	  television	  and	  other	  forms	  of	  media	  which	  recast	  both	  meaning	  and	  experience	  
reframing	  today’s	  collective	  experience	  of	  Spiritualism.	  This	  is	  a	  key	  area	  in	  tracking	  the	  




The	  Dynamic	  of	  the	  Early	  Spiritualist	  Spectacular	  
The	  nature	  of	  the	  early	  Spiritualist	  spectacle	  is	  described	  by	  Natale,	  with	  regard	  to	  the	  séance	  as	  
'moments	  of	  religious	  and	  scientific	  inquiry,’	  and	  a:	  
	  
brilliant	  amusement	  where	  theatrical	  effects	  embellished	  an	  exciting	  shared	  experience.	  The	  
climax	  of	  these	  events	  culminated	  in	  the	  occurrence	  of	  the	  spirit	  contact,	  often	  presented	  in	  
dramatic	  ways,	  as	  a	  kind	  of	  coup	  de	  théâtre	  around	  which	  the	  entire	  event	  was	  shaped	  (2011:	  
249).	  	  
	  
This	  dynamic	  where	  Spiritualism	  can	  be	  interpreted	  as	  narrative,	  with	  the	  medium	  as	  the	  key	  
character	  in	  a	  story	  that	  is	  written	  to	  entertain	  the	  audience,	  forms	  a	  framework	  for	  the	  critique	  of	  
media	  representations	  of	  Spiritualism	  as	  a	  spectacle	  without	  deeper	  theological	  meaning.	  The	  way	  in	  
which	  the	  Spiritualist	  spectacle	  is	  interpreted	  and	  given	  meaning	  by	  its	  audience	  is	  intrinsic	  to	  this	  
study	  in	  understanding	  the	  dynamic	  between	  medium	  and	  the	  spectator.	  This	  relationship	  and	  how	  
it	  has	  transformed	  from	  a	  traditional	  spectacle	  containing	  theological	  aspects	  to	  one	  that	  is	  solely	  a	  
media	  event	  is	  at	  the	  heart	  of	  this	  research.	  Natale	  uses	  Goffman's	  Frame	  Analysis	  (1974)	  to	  
interpret	  the	  ways	  in	  which	  an	  event	  is	  experienced	  while	  he	  and	  Skultans	  (1974)	  also	  explore	  the	  
way	  in	  which	  Spiritualism	  is	  experienced	  in	  the	  first	  person	  dynamic,	  whether	  the	  readings	  taking	  
place	  are	  performed	  in	  an	  intimate	  setting	  such	  as	  a	  quiet	  darkened	  room	  or	  a	  church	  setting	  as	  a	  
collective	  experience.	  	  Skultans	  details	  the	  specific	  dynamics	  between	  the	  medium	  and	  the	  sitter	  and	  
features	  analysis	  of	  exchanges	  in	  a	  number	  of	  what	  he	  terms	  ‘developing	  circles’	  within	  the	  
Spiritualist	  churches	  in	  Welshtown,	  Wales.	  Skultans	  discusses	  the	  framing	  of	  Spiritualist	  events	  and	  
how	  first-­‐person	  interaction	  with	  the	  medium	  is	  mediated	  by	  the	  audience,	  where	  members	  are	  
actively	  part	  of	  the	  process	  of	  gaining	  meaning	  from	  the	  medium	  and	  mediating	  the	  authenticity	  of	  
the	  messages.	  Natale	  draws	  on	  this	  notion	  of	  audience	  framing.	  Citing	  stage	  magic,	  he	  argues	  that	  in	  
using	  frame	  analysis	  the	  spectator	  would	  likely	  deem	  the	  event	  as	  fictional	  and	  nothing	  more	  than	  a	  
human	  intervention,	  creating	  an	  entertaining	  spectacle	  relying	  largely	  on	  trickery	  and	  sleight	  of	  
hand.	  Spiritualism	  in	  stark	  contrast	  however	  would	  be	  seen	  as	  non-­‐orchestrated,	  providing	  real	  
evidence	  that	  the	  medium	  is	  able	  to	  communicate	  with	  the	  spirit	  world	  (2011:	  240).	  This	  framing	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illustrates	  the	  way	  in	  which	  experiencing	  an	  event	  in	  the	  first	  person	  presents	  the	  audience,	  
particularly	  with	  reference	  to	  Spiritualism,	  with	  a	  sense	  that	  what	  is	  happening	  is	  not	  contrived	  for	  
entertainment	  but	  is	  spontaneous	  and	  authentic.	  
	   Brown	  (2006)	  is	  largely	  critical	  of	  the	  Spiritualist	  medium,	  interpreting	  most	  as	  frauds	  to	  
reinforce	  the	  notion	  that	  the	  audience	  are	  subject	  to	  a	  performance,	  pointing	  to	  the	  unique	  
audience	  –	  medium	  relationship.	  Brown	  states	  that	  the	  audience	  are	  immediately	  placed	  in	  a	  sense	  
of	  astonishment,	  where	  the	  medium	  offers	  up	  a	  perfect	  solution,	  one	  where	  they	  not	  only	  
completely	  understand	  the	  sitter	  /	  audience	  members,	  their	  past	  and	  future	  with	  perfect	  clarity	  but	  
also	  have	  the	  wondrous	  ability	  to	  contact	  spirits	  that	  have	  passed	  away.	  Brown	  interprets	  this	  
combination	  of	  both	  vulnerable	  sitters	  (who	  may	  well	  have	  lost	  a	  loved	  one	  and	  are	  hoping	  to	  
contact	  them)	  and	  elements	  of	  stage	  performance	  as	  strengthening	  both	  the	  position	  of	  the	  medium	  
and	  the	  level	  of	  spectacle	  from	  the	  outset	  (2006:	  331).	  
	   	  
	   	  
British	  Spiritualism	  Today	  
The	  way	  in	  which	  British	  Spiritualism	  is	  performed	  and	  experienced	  today	  significantly	  differs	  to	  
what	  has	  been	  examined	  so	  far.	  Outside	  of	  the	  media,	  the	  days	  of	  the	  Victorian	  séance	  are	  over,	  
displaced	  by	  Spiritualist	  churches	  offering	  prayers,	  hymns	  and	  healing	  circles.	  Skultans	  (1974)	  
provides	  an	  invaluable	  study	  of	  the	  Spiritualist	  church	  dynamic,	  Wilson	  (2013)	  also	  unpacks	  the	  
theological	  framework	  of	  contemporary	  Spiritualist	  church	  worship.	  	  
	   The	  most	  significant	  shift	  in	  contemporary	  British	  Spiritualism	  and	  the	  area	  that	  provides	  the	  
context	  for	  this	  study	  is	  the	  representation	  of	  Spiritualism	  within	  the	  media.	  Today	  much	  larger	  
numbers	  of	  people	  are	  exposed	  to	  and	  experience	  contemporary	  Spiritualism	  in	  a	  populist	  fashion,	  
one	  that	  is	  produced	  and	  framed	  within	  media	  codes.	  The	  forces	  of	  contemporary	  culture	  such	  as	  
television,	  the	  internet	  and	  video	  games	  have	  all	  played	  their	  part	  in	  transforming	  and	  shifting	  the	  
way	  individuals	  experience	  Spiritualism.	  Media	  'reality'	  now	  presents	  a	  level	  of	  fluidity	  with	  regards	  
to	  what	  is	  actually	  'real'	  and	  what	  is	  presented	  as	  real,	  exemplified	  by	  the	  production	  of	  
mockumentaries,	  which	  seek	  to	  appropriate	  styles	  from	  non-­‐fictional	  media	  while	  providing	  a	  
narrative	  of	  satire	  and	  parody	  (Austin	  and	  De	  Jong,	  2008:	  205).	  Within	  this	  paradigm,	  audiences	  are	  
now	  not	  always	  able	  to	  establish	  whether	  they	  are	  viewing	  real	  events,	  or	  situations	  pertaining	  to	  be	  
real	  that	  are	  actually	  fictionalised	  productions	  that	  merely	  seek	  to	  construct	  a	  reality.	  
	   The	  omnipresent	  contemporary	  ghost	  hunting	  shows	  of	  the	  2000s	  such	  as	  LIVINGtv's	  Most	  
Haunted	  presented	  Spiritualism	  to	  millions.	  The	  spectacle	  was	  now	  prioritised,	  becoming	  the	  sole	  
purpose	  of	  the	  narrative,	  omitting	  explanation	  or	  reference	  to	  any	  traditional	  theological	  belief	  
structure.	  Here	  the	  traditional	  themes	  and	  practices	  of	  Spiritualism	  become	  reworked	  or	  omitted	  
altogether	  to	  further	  enhance	  the	  overall	  events	  of	  spectacle	  itself.	  In	  this	  context,	  drawing	  on	  
 18	  
Baudrillard’s	  theories	  of	  simulacra	  (1994),	  the	  audience	  are	  left	  with	  no	  meaning,	  or	  ‘signified,’	  but	  
only	  signs	  that	  seek	  to	  create	  spectacle	  devoid	  of	  all	  meaning.	  
	   It	  is	  understood	  and	  accepted	  that	  Spiritualism	  has	  always	  provided	  the	  basis	  for	  a	  
spectacular	  event,	  both	  through	  its	  claims	  to	  be	  able	  to	  contact	  spirit	  but	  also	  the	  performance	  of	  
mediumship	  that	  is	  very	  much	  part	  of	  the	  structure	  of	  Spiritualism.	  The	  way	  that	  individuals	  take	  
part	  in	  the	  'real'	  has	  shifted.	  Experiencing	  Spiritualism	  was	  once	  something	  that	  was	  performed	  in	  
churches,	  genuine	  spaces,	  where	  the	  meaning	  and	  framing	  are	  informed	  by	  a	  first	  person	  
experience;	  this	  is	  not	  the	  case	  anymore.	  	  
	   Contemporary	  ‘experience’	  has	  become	  disconnected,	  with	  the	  genuine	  event	  being	  
experienced	  in	  diverse	  places	  and	  times,	  such	  as	  in	  the	  case	  of	  television	  where	  the	  audience	  is	  
watching	  a	  produced	  programme.	  In	  this	  dynamic,	  the	  individual	  possesses	  the	  ability	  to	  change	  
experience	  at	  the	  touch	  of	  a	  button,	  thus	  ‘experiences’	  in	  this	  context	  take	  on	  new	  meanings,	  often	  
far	  removed	  from	  the	  notion	  of	  an	  authentic	  ‘being	  there’	  reality,	  shifting	  experience	  and	  
transforming	  meanings	  for	  the	  watching	  audiences.	  This	  study	  will	  examine	  the	  transformation	  of	  
Spiritualism	  from	  a	  traditional	  theological	  framework,	  drawing	  out	  the	  notions	  of	  shifting	  audience	  
experience	  while	  grappling	  with	  how	  audiences	  mediate	  and	  gain	  meaning	  from	  contemporary	  
media	  Spiritualism.	  	  
	   Throughout	  this	  thesis,	  there	  is	  a	  discussion	  of	  the	  Spiritualist	  medium	  and	  their	  claimed	  
ability	  to	  communicate	  with	  spirit;	  for	  clarity	  a	  short	  explanation	  of	  this	  phenomenon	  is	  useful.	  Hill	  
points	  to	  the	  philosophy	  of	  Spiritualist	  communication	  stemming	  from	  the	  writings	  of	  Swedish	  
scientist	  Emanuel	  Swedenborg.	  Conan	  Doyle	  cites	  Swedenborg’s	  contribution	  to	  the	  Spiritualist	  
theology	  so	  significant	  that	  the	  first	  chapter	  of	  his	  History	  of	  Spiritualism	  (2001)	  outlines	  his	  
underpinning	  of	  the	  theology.	  Hill	  draws	  on	  Blum	  (2007)	  who	  claims	  ‘his	  [Swedenborg’s]	  “theory	  of	  
correspondence”	  outlined	  a	  connection	  between	  this	  life	  and	  the	  spirit	  world,	  where	  invisible	  forces	  
connected	  these	  parallel	  worlds	  together’	  (2010:	  24).	  Hill	  continues	  suggesting	  that	  spirit	  uses	  these	  
invisible	  forces	  to	  communicate	  through	  mediums	  (2010:	  25).	  When	  communication	  with	  spirit	  is	  
referred	  to	  in	  the	  research,	  this	  is	  what	  is	  denoted.	  Throughout	  this	  thesis	  there	  is	  also	  discussion	  of	  
the	  Spiritualist	  practice	  of	  the	  séance.	  Irwin	  and	  Watt	  discuss	  the	  mechanics	  of	  this	  process,	  where	  
they	  note	  the	  importance	  of	  the	  medium,	  who	  sits	  quietly	  in	  a	  chair:	  
	  
either	  in	  the	  dark	  or	  very	  subdued	  lighting	  and	  she	  closed	  her	  eyes.	  Soon	  she	  began	  to	  breathe	  
deeply	  and	  to	  be	  rather	  restless	  for	  a	  few	  minutes.	  On	  becoming	  calmer	  she	  started	  to	  
whisper	  to	  herself,	  then	  to	  talk	  audibly	  in	  a	  voice	  and	  manner	  unlike	  her	  usual	  self…[the	  
medium]	  would	  converse	  with	  the	  sitters	  for	  an	  hour	  or	  more…After	  a	  period	  of	  general	  
conversation	  [the	  medium]	  would	  claim	  to	  be	  in	  communication	  with	  the	  spirit	  of	  a	  deceased	  
relative	  or	  friend	  of	  one	  of	  the	  sitters…Usually	  contact	  would	  be	  made	  with	  several	  




In	  mapping	  out	  the	  sequence	  of	  presentation	  of	  this	  thesis,	  chapter	  one	  will	  introduce	  the	  
methodological	  process	  and	  explore	  the	  current	  literature	  within	  the	  field.	  Chapter	  two	  will	  examine	  
the	  role	  of	  the	  technology	  carrying	  contemporary	  Spiritualism,	  focusing	  particularly	  on	  the	  modes	  
and	  frames	  at	  work	  within	  broadcast	  media	  to	  outline	  the	  theoretical	  and	  institutional	  frameworks	  
that	  help	  to	  establish	  media	  Spiritualism	  as	  a	  spectacle	  through	  its	  generation	  as	  a	  simulacrum.	  
Chapter	  three	  explores	  contemporary	  notions	  of	  enchantment	  within	  Britain,	  situating	  Spiritualism	  
within	  this	  spiritual	  melee	  to	  understand	  how	  media	  Spiritualism	  is	  both	  informed	  by	  and	  
contributes	  to	  contemporary	  cultural	  ‘dis-­‐enchantment’.	  In	  chapter	  four	  the	  gender	  dynamics	  of	  the	  
Spiritualist	  medium	  are	  unravelled,	  unpacking	  the	  emergence	  of	  the	  male	  media	  Spiritualist	  medium	  
as	  a	  way	  of	  understanding	  how	  the	  shift	  in	  gender	  dynamics	  emphasises	  the	  spectacular	  quality	  of	  
media	  Spiritualism	  in	  the	  ways	  in	  which	  the	  male	  medium	  takes	  on	  the	  role	  of	  a	  showman	  or	  a	  
detective	  hero	  whose	  roots	  are	  in	  fictional	  filmic	  and	  televisual	  sources.	  Chapter	  five	  performs	  a	  
detailed	  analysis	  of	  the	  contemporary	  ghost	  hunting	  programme,	  including	  a	  textual	  analysis	  of	  
prolific	  ghost	  hunting	  programme	  Most	  Haunted.	  As	  a	  result	  of	  the	  research	  findings	  in	  chapter	  five,	  
chapter	  six	  highlights	  the	  ‘visitations’	  of	  Victorian	  motifs	  of	  Spiritualism,	  now	  being	  utilised	  within	  
the	  contemporary	  media	  representation	  of	  Spiritualism.	  Finally	  the	  conclusion	  synthesises	  the	  
research	  findings	  and	  elaborates	  on	  the	  notion	  of	  a	  new	  media	  version	  of	  Spiritualism	  that	  is	  a	  set	  of	  
empty	  signs	  and	  motifs	  empty	  of	  theological	  meaning.	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Chapter	  1	  -­‐	  Combined	  Literature	  Review	  and	  Methodological	  Processes	  within	  this	  Study	  
The	  Rise	  of	  Alternative	  Spiritual	  Practices	  in	  Contemporary	  Britain	  
The	  study	  of	  media	  Spiritualism	  and	  its	  heightened	  spectacularisation	  in	  television	  (whereby	  it	  
becomes	  merely	  an	  empty	  sign	  of	  traditional	  forms	  of	  Spiritualism)	  needs	  to	  be	  contextualised	  by	  
reference	  to	  a	  range	  of	  theoretical	  discourses.	  In	  particular,	  the	  changing	  shape	  of	  Spiritualism	  in	  
contemporary	  Britain	  needs	  to	  be	  addressed	  in	  order	  to	  understand	  the	  context	  that	  provides	  the	  
apparent	  desire	  for	  the	  simulated	  versions	  of	  Spiritualism	  that	  appear	  in	  contemporary	  media.	  The	  
fragmented	  and	  shifting	  landscape	  of	  Spiritualism	  in	  the	  last	  20	  years	  is	  an	  important	  factor	  in	  the	  
study	  of	  media	  Spiritualism	  which	  is	  informed	  by	  ideas,	  expressed	  by	  Brown	  (1998),	  Losada	  (2001)	  
and	  Tacey	  (2004),	  suggesting	  the	  contemporary	  yearning	  and	  desire	  for	  an	  engagement	  with	  
elements	  of	  the	  spiritual	  which	  provides	  an	  understanding	  of	  the	  need	  for	  new	  ways	  in	  which	  such	  
spiritual	  engagement	  can	  be	  generated.	  Their	  work	  reveals	  levels	  of	  discontentment	  within	  Britain	  
today	  regarding	  the	  surging	  model	  of	  commodification,	  the	  rise	  of	  atheism	  and	  the	  secular,	  which	  
they	  argue	  leaves	  little	  space	  for	  the	  engagement	  in	  areas	  of	  the	  spiritual	  and	  mysticism.	  	  Losada	  and	  
to	  a	  lesser	  degree	  Brown	  reference	  the	  notion	  of	  the	  soul	  shopper.	  This	  is	  a	  concept	  from	  O'Loughlin	  
who	  argues	  that	  individuals	  have	  mapped	  existing	  frames	  of	  contemporary	  commodification	  (where	  
everything	  is	  now	  a	  product	  and	  available	  to	  be	  purchased)	  onto	  areas	  of	  the	  spiritual.	  O’Loughlin	  
argues	  that	  the	  spiritual	  has	  merely	  become	  an	  extension	  of	  this,	  another	  ‘product’	  where	  the	  
contemporary	  individual	  engages	  in	  spiritual	  shopping	  for	  their	  own	  gratification	  (1999:	  364).	  
	   Brown	  and	  Losada	  position	  the	  contemporary	  enquiring	  individual	  in	  a	  spiritual	  vacuum,	  
sceptical	  of	  traditional	  religious	  frameworks,	  while	  longing	  for	  elements	  of	  spiritual	  meaning	  in	  their	  
lives.	  Both	  authors	  talk	  of	  unfulfillment	  and	  a	  searching	  for	  inner	  happiness,	  which	  leads	  the	  
contemporary	  individual	  onto	  a	  journey	  of	  both	  self-­‐exploration	  and	  spiritual	  experimentation.	  The	  
texts	  expose	  how	  the	  contemporary	  soul	  has	  become	  detached	  from	  both	  traditional	  religious	  and	  
scientific	  viewpoints,	  which	  suggests	  reasons	  for	  a	  rise	  in	  interest	  in	  non-­‐orthodox	  religious	  
experiences	  including	  Spiritualism	  and	  other	  forms	  of	  alternative	  spiritual	  engagement.	  
	   The	  literature	  discussing	  the	  levels	  of	  dissatisfaction	  people	  feel	  towards	  the	  church	  is	  
another	  significant	  factor	  and	  Drane	  (2000)	  discusses	  the	  challenges	  that	  traditional	  forms	  of	  religion	  
face,	  highlighting	  the	  paradox	  that	  in	  an	  age	  where	  there	  are	  so	  many	  spiritual	  seekers,	  church	  
attendance	  figures	  are	  very	  low.	  He	  addresses	  areas	  where	  stereotyped	  old-­‐fashioned	  institutions	  
can	  build	  on	  what	  they	  have	  and	  offer	  something	  that	  resonates	  with	  those	  large	  numbers	  of	  
spiritual	  seekers,	  but	  without	  these	  institutions	  becoming	  the	  spiritual	  equivalent	  of	  a	  standardised	  
fast	  food	  restaurant.	  O’Loughlin	  concurs	  with	  Drane	  regarding	  the	  failure	  of	  the	  traditional	  church	  
system	  to	  offer	  followers	  a	  sense	  of	  spiritual	  fulfilment	  arguing	  that:	  
	  
the	  institutional	  Church	  has	  obviously	  failed	  in	  catering	  for	  some	  needs.	  In	  a	  sense,	  I	  think	  that	  
failure	  centres	  around	  the	  hierarchical	  structure	  of	  spiritual	  authority.	  For	  centuries,	  the	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Church	  has	  disempowered	  people	  by	  emphasising	  the	  authority	  of	  the	  clergy	  over	  the	  laity.	  
Indeed,	  for	  many,	  the	  rituals	  of	  the	  Church	  have	  become	  sterile	  events	  which	  reduce	  the	  
congregation	  to	  mere	  spectator	  (1999:	  368).	  
	  
O'Loughlin	  differs	  from	  Drane,	  however,	  in	  arguing	  that	  people	  have	  become	  disempowered	  by	  
traditional	  forms	  of	  religion,	  a	  perspective	  that	  leads	  to	  analysis	  of	  how	  the	  contemporary	  British	  
individual	  has	  begun	  looking	  to	  create	  a	  new	  spiritual	  space	  to	  become	  the	  centre	  of	  an	  experience,	  
both	  in	  the	  secular,	  but	  also	  when	  engaged	  in	  religions	  of	  the	  New	  Age	  experience.	  O'Loughlin	  
describes	  a	  kind	  of	  channel	  hopping	  approach	  to	  engaging	  in	  the	  spiritual,	  where	  people	  opt	  in	  and	  
out	  of	  ideas	  and	  practices	  that	  resonate	  with	  them	  personally.	  She	  acknowledges	  that	  even	  amongst	  
this	  background	  noise	  of	  variation	  in	  belief	  systems,	  it	  is	  possible	  to	  identify	  core	  beliefs:	  	  
	  
There	  is	  certainly	  a	  belief	  in	  the	  divine.	  But	  God	  is	  decentralised.	  The	  divine	  here	  is	  rather	  a	  
form	  of	  energy,	  higher	  consciousness	  or	  life	  force,	  which	  flows	  through	  all	  things.	  The	  mind,	  
body	  and	  soul	  are	  made	  up	  of	  the	  same	  stuff	  and	  are	  interconnected	  with	  everything	  else	  
(1999:	  364).	  
	  
O'Loughlin's	  theoretical	  framework	  provides	  a	  useful	  insight	  into	  the	  shifting	  landscape	  of	  a	  
contemporary	  populace	  away	  from	  traditional	  forms	  of	  theological	  engagement	  into	  a	  kind	  of	  DIY	  
concoction	  of	  beliefs	  and	  practices.	  
	   With	  this	  in	  mind	  it	  is	  not	  a	  leap	  to	  a	  suggest	  that	  a	  rise	  in	  the	  number	  of	  alternative	  belief	  
structures	  and	  representations	  in	  society	  today	  is	  connected	  to	  O’Loughlin’s	  notion	  that	  traditional	  
forms	  of	  religion	  have	  disempowered	  the	  congregation,	  placing	  the	  emphasis	  on	  the	  power	  of	  the	  
church,	  removing	  the	  laity	  from	  the	  theological	  process.	  This	  has	  led	  to	  the	  subsequent	  
empowerment	  of	  the	  self	  within	  the	  framework	  that	  alternative	  spiritualities	  offer.	  Thus	  Sherry	  
(2009)	  argues	  the	  case	  for	  a	  re-­‐enchantment	  of	  society,	  citing	  Bauman’s	  work	  in	  Intimations	  of	  
Postmodernity	  (1991):	  
	  
postmodernity	  can	  be	  seen	  as	  restoring	  to	  the	  world	  what	  modernity,	  presumptuously,	  had	  
taken	  away;	  as	  a	  re-­‐enchantment	  of	  the	  world	  that	  modernity	  had	  tried	  hard	  to	  disenchant.	  
That	  disenchantment	  was	  supposed	  to	  be	  part	  of	  modernity’s	  war	  of	  liberation	  from	  mystery	  
and	  magic;	  but	  it	  despiritualised	  and	  de-­‐animated	  the	  world,	  reducing	  it	  to	  raw	  material	  to	  be	  
shaped	  by	  human	  designs,	  by	  “instrumental	  rationality”	  and	  “social	  engineering”.	  Left	  to	  itself	  
the	  world	  had	  no	  meaning	  (Sherry,	  2009:	  374).	  
	  
Sherry	  claims	  a	  heightened	  spiritual	  engagement	  for	  contemporary	  society	  because	  of	  a	  growing	  
dissatisfaction	  with	  a	  commodified	  world,	  pointing	  to	  New	  Age	  religions	  as	  a	  resisting	  force	  against	  
disenchantment	  and	  replacing	  the	  loss	  in	  faith	  with	  a	  fresh	  approach	  that	  combines	  empirical	  and	  
spiritual	  realities.	  Spiritualism	  sits	  perfectly	  within	  this	  paradigm.	  Historically	  it	  has	  embraced	  
scientific	  emphasis	  on	  proof	  (Melechi,	  2008:	  190)	  —	  Spiritualists	  provided	  scientists	  with	  subjects	  to	  
‘test’	  in	  search	  of	  empirical	  knowledge	  of	  the	  continuation	  of	  the	  soul	  post	  disembodiment	  —	  while	  
 22	  
there	  is	  the	  element	  of	  connecting	  with	  more	  traditional	  notions	  of	  a	  theological	  framework	  and	  
doctrine.	  Within	  this	  context	  of	  a	  newly	  invigorated	  spiritual	  longing	  in	  society,	  one	  looking	  for	  a	  
balanced	  belief	  system	  between	  the	  empirical	  scientific	  world,	  and	  the	  spiritual,	  it’s	  easy	  to	  see	  why	  
interest	  in	  Spiritualism	  and	  representations	  of	  this	  have	  become	  popular	  in	  contemporary	  culture.	  
	  
	  
Constructing	  an	  Understanding	  of	  Contemporary	  Re-­‐Enchantment	  
Sherry	  (2009)	  theorises	  our	  understanding	  of	  this	  contemporary	  phenomenon	  by	  pointing	  to	  
evidence	  that	  suggests	  Britain	  has	  undergone	  a	  process	  of	  ‘re-­‐enchantment.’	  This	  is	  the	  notion	  that	  
while	  orthodox	  religion	  has	  for	  large	  numbers	  become	  a	  dispiriting	  experience,	  New	  Age	  practices	  
are	  emerging	  to	  enable	  those	  disenfranchised	  by	  the	  church	  to	  take	  control	  and	  choose	  the	  ways	  
they	  ‘experience’	  their	  own	  spirituality.	  Sherry	  cites	  the	  many	  New	  Age	  practices	  on	  offer	  alongside	  
the	  rise	  in	  interest	  in	  angels,	  UFOs	  and	  communications	  with	  aliens.	  Glendinning	  and	  Bruce	  evaluate	  
such	  shifts	  in	  beliefs	  and	  the	  contemporary	  individual's	  sense	  of	  self	  in	  their	  research	  by	  unpacking	  
specific	  demographics	  of	  a	  shift	  from	  orthodox	  religion	  to	  areas	  of	  the	  alternative	  spiritual	  practices	  
to	  argue	  that:	  	  
	  
educated	  women	  most	  readily	  engage	  with	  alternative	  practices.	  However,	  our	  findings	  also	  
suggest	  holistic	  activities	  within	  the	  general	  culture	  associated	  with	  personal	  well-­‐
being…Younger	  women	  with	  fewer	  educational	  qualifications	  most	  readily	  engage	  with	  
fortune-­‐telling,	  astrology,	  tarot	  and	  horoscopes	  (2006:	  412).	  
	  
Heelas	  and	  Woodhead's	  2005	  study	  of	  'alternative'	  spirituality	  and	  practices	  in	  culture	  forms	  an	  
important	  context	  for	  the	  work	  of	  Glendinning	  and	  Bruce.	  This	  research	  was	  undertaken	  in	  the	  
northern	  English	  town	  of	  Kendal	  and	  reveals	  that	  one	  of	  the	  key	  factors	  for	  an	  increase	  in	  alternative	  
spiritualities	  is	  a	  culture	  of	  individualism	  and	  self-­‐fulfilment	  (2005:	  136).	  This	  research	  finding	  
appears	  to	  align	  itself	  with	  Losada	  (2001),	  Brown	  (1998)	  and	  O'Loughlin	  (1999)	  where	  the	  
contemporary	  individual	  has	  developed	  their	  own	  spiritual	  experience,	  become	  the	  creator	  of	  it.	  
Much	  of	  the	  traditional	  frameworks	  have	  become	  broken	  free	  from,	  God	  is	  decentralised	  and	  no	  
longer	  the	  centre	  of	  all	  creation	  and	  worship.	  Today	  the	  individual	  can	  create	  a	  personal	  set	  of	  
beliefs	  and	  be	  the	  master	  of	  their	  experience,	  deciding	  what	  spiritual	  principles	  to	  worship.	  
	   Heelas	  and	  Woodhead's	  research,	  however,	  reveals	  some	  findings	  contradictory	  to	  the	  
notion	  that	  there	  is	  a	  growth	  in	  belief	  and	  interest	  in	  areas	  of	  spiritualities	  in	  British	  society	  today.	  
The	  study	  suggests	  that	  because	  of	  a	  prioritisation	  of	  the	  secular	  within	  society	  (shopping,	  fashion,	  
television,	  and	  other	  forms	  of	  entertainment)	  and	  a	  commodification	  of	  society,	  a	  result	  of	  these	  
secular	  pastimes	  is	  a	  shift	  within	  existing	  believers	  and	  a	  realignment	  of	  those	  individuals	  towards	  a	  
growth	  in	  alternative	  spiritualities.	  Glendinning	  and	  Bruce	  review	  Heelas	  and	  Woodhead’s	  research	  
acknowledging	  that,	  'individuals	  who	  were	  considered	  “secular”	  were	  'the	  least	  likely	  to	  describe	  
themselves	  as	  spiritual	  or	  for	  that	  matter	  religious'	  (2006:	  406).	  This	  takes	  the	  position	  that	  there	  is	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no	  growth	  in	  belief	  from	  individuals	  who	  align	  themselves	  with	  the	  secular,	  suggesting	  that	  the	  
numbers	  that	  seek	  alternative	  spiritualities	  such	  as	  Spiritualism	  have	  transitioned	  from	  a	  more	  
traditional	  form	  of	  religious	  worship.	  This	  study	  was,	  however,	  performed	  in	  one	  small	  British	  town,	  
and	  thus	  may	  not	  be	  representative	  of	  the	  entire	  nation	  regarding	  interests	  in	  alternative	  
spiritualities.	  
	   The	  long	  decline	  of	  institutional	  Christianity	  and	  its	  ability	  to	  stigmatise	  such	  alternatives	  as	  
deviant	  or	  dangerous	  has	  created	  a	  culture	  that	  is	  open	  to	  innovation	  (Glendinning	  and	  Bruce,	  2006:	  
412).	  The	  breaking	  free	  from	  traditional	  forms	  of	  worship	  for	  the	  contemporary	  believer	  has	  placed	  
Spiritualism	  as	  an	  inviting	  option	  for	  today’s	  spiritual	  seeker.	  Spiritualism	  in	  the	  real	  world	  has	  a	  
church-­‐like	  traditional	  structure.	  It	  also	  has	  a	  history	  of	  scientific	  evaluation	  and	  discourse,	  which	  
despite	  postmodern	  forces	  of	  indifference	  to	  science,	  is	  still	  arguably	  important	  within	  
contemporary	  British	  society	  and	  something	  that	  individuals	  'believe'	  and	  place	  value	  on.	  All	  of	  these	  
elements	  aid	  an	  understanding	  of	  Spiritualism	  as	  a	  contemporary	  interest.	  As	  this	  research	  is	  
unpacking	  the	  rise	  in	  the	  popularity	  of	  contemporary	  Spiritualism	  and	  its	  shift	  towards	  media	  
spectacle,	  what	  is	  lacking	  in	  both	  Glendinning	  and	  Bruce's	  research	  (2006)	  and	  Heelas	  and	  
Woodhead’s	  original	  research	  (2005)	  is	  an	  analysis	  of	  how	  contemporary	  representations	  and	  
consumption	  of	  alternative	  spiritualities,	  specifically	  Spiritualism,	  have	  shifted	  towards	  a	  
prioritisation	  of	  spectacle,	  moving	  	  away	  from	  more	  meaningful	  religious	  experiences.	  This	  study	  will	  
aim	  to	  address	  this	  and	  to	  provide	  more	  understanding	  of	  the	  meanings	  of	  media	  Spiritualism	  and	  
the	  impact	  of	  the	  spectacle	  on	  spiritualist	  discourses.	  
	   Walliss	  (2001)	  and	  Walter	  (1999)	  also	  examine	  the	  contemporary	  yearning	  for	  spiritual	  
gratification.	  They	  point	  towards	  a	  different	  perspective	  more	  related	  to	  tradional	  Spiritualist	  
practices	  by	  emphasising	  the	  needs	  of	  the	  contemporary	  individual	  to	  interact	  with	  a	  deceased	  loved	  
one.	  Walter	  states	  that	  'anecdotal	  evidence	  suggests	  that	  many	  bereaved	  people	  in	  Britain,	  
particularly	  bereaved	  parents,	  consult	  spiritualist	  mediums	  in	  order	  to	  find	  out	  whether	  the	  loved	  
one	  is	  alright'	  (1999:	  59).	  This	  enhances	  an	  understanding	  of	  the	  rise	  in	  interest	  of	  Spiritualism	  in	  a	  
more	  general	  sense	  whilst	  the	  theory	  can	  be	  utilised	  in	  this	  study	  to	  articulate	  the	  movement	  away	  
from	  the	  centralised	  God	  (and	  traditional	  hierarchy	  of	  the	  church),	  to	  a	  more	  self-­‐centred	  approach	  
where	  the	  need	  to	  contact	  a	  passed	  loved	  one	  through	  Spiritualism	  is	  the	  only	  aim,	  and,	  unlike	  
traditional	  Church-­‐like	  gatherings	  there	  are	  no	  communal	  spiritual	  benefits.	  	  
	   Walliss'	  notion	  of	  continuing	  bonds	  is	  based	  on	  a	  first-­‐hand	  medium	  –	  sitter	  experience.	  
Representations	  of	  Spiritualism	  within	  media	  offer	  a	  wholly	  different	  ‘experience’	  for	  the	  viewer,	  
however,	  where	  values	  and	  meanings	  are	  framed	  by	  the	  text	  and	  technology	  of	  broadcast	  such	  as	  
the	  form	  and	  style	  codes	  that	  are	  implicit	  within	  the	  texts.	  Far	  removed	  from	  a	  Spiritualist	  church	  or	  
face-­‐to-­‐face	  sitting,	  the	  values	  implicit	  within	  the	  media	  texts	  place	  the	  audience	  in	  a	  passive	  role	  
where	  what	  is	  broadcast	  are	  carefully	  constructed	  versions	  of	  reality.	  There	  is	  therefore	  often	  an	  
emphasis	  on	  producing	  a	  hyperreality	  through	  the	  stylisation	  of	  the	  real	  which	  produces	  content	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that	  plays	  on	  existing	  mise-­‐en-­‐scene	  or	  visual	  themes	  of	  Spiritualism	  and	  notions	  of	  the	  occult,	  but	  as	  
empty	  signs	  of	  such.	  Specific	  examples	  of	  these	  signs	  implicit	  within	  Spiritualist	  media	  texts	  include	  
the	  language	  and	  terminology	  used	  by	  the	  presenters	  and	  Spiritualist	  medium,	  such	  as	  the	  terms	  
‘Orbs’6	  ‘Electronic	  Voice	  Phenomena’7	  and	  ‘Electromagnetic	  Field	  Meter’	  (all	  well	  established	  media	  
ghost	  hunting	  phrases)	  alongside	  a	  manifest	  inference	  by	  televisual	  ghost	  hunting	  texts	  that	  
paranormal	  activity	  only	  occurs,	  and	  is	  measurable	  at	  night.	  
	  
	  
Simulating	  Alternative	  Spiritualities	  and	  Spiritualism	  in	  Contemporary	  Media	  	  
In	  the	  last	  15	  years	  there	  has	  been	  a	  notable	  resurgence	  of	  interest	  in	  spiritual	  enchantment,	  
specifically	  engagement	  in	  spiritual	  practices	  and	  literature.	  Janki	  (n.d.)	  and	  Naval-­‐Shetye	  (08/04/11)	  
point	  to	  forces	  that	  occupy	  the	  contemporary	  secular	  world	  such	  as	  work,	  commuting	  and	  stress	  
that	  provide	  a	  context	  for	  a	  re-­‐interest	  in	  spiritual	  self-­‐discovery.	  This	  re-­‐enchantment	  can	  be	  framed	  
as	  a	  re-­‐engagement	  with	  spiritual	  practices	  and	  beliefs	  outside	  of	  orthodox	  religion.	  For	  example,	  
New	  Age	  beliefs,	  psychic	  channelling,	  aura	  reading,	  Reiki,	  meditation	  and	  texts	  that	  deal,	  either	  
implicitly	  or	  explicitly,	  with	  areas	  of	  the	  spiritual,	  mystical,	  and	  magical.	  Walter	  concurs,	  noting	  that	  
increasing	  numbers	  of	  British	  people	  are	  willing	  to	  talk	  about	  their	  experiences	  with	  the	  Spiritualist	  
theology	  (2008:	  49).	  While	  Walter	  may	  be	  correct,	  with	  increased	  numbers	  of	  individuals	  taking	  part	  
in	  anything	  from	  a	  primary	  personal	  experience	  within	  a	  Spiritualist	  church	  to	  personal	  readings,	  
these	  are	  small	  in	  comparison	  to	  the	  millions	  who	  consume	  Spiritualism	  through	  modern	  mass	  
media	  such	  as	  television,	  film,	  and	  magazines.	  	  
	   Examples	  of	  this	  increased	  media	  interest	  in	  enchanted	  narratives	  is	  signified	  through	  the	  
success	  of	  the	  Woman	  In	  Black,	  the	  Twilight,	  Lord	  of	  the	  Rings	  and	  Hobbit	  franchises	  and	  the	  
popularity	  of	  reworked	  filmic	  versions	  of	  the	  Harry	  Potter	  and	  Narnia	  books.	  This	  interest	  is	  
theorised	  through	  Natov	  (2001)	  and	  Gray	  who	  suggest	  that	  Harry	  Potter	  is	  the	  epitome	  of	  a	  
contemporary	  re-­‐enchantment	  within	  Britain.	  Gray	  comments	  that:	  'Rowling's	  secret	  [for	  success]	  is	  
as	  simple	  and	  mysterious	  as	  her	  uncanny	  ability	  to	  nourish	  the	  human	  hunger	  for	  enchantment'	  
(12/09/99).	  We	  also	  see	  literature	  embracing	  expanding	  forms	  of	  enchantment	  and	  mysticism	  
including	  the	  reappearance	  of	  angels	  in	  contemporary	  culture.	  For	  example	  Wim	  Wenders’	  film	  
Wings	  of	  Desire	  (1987),	  Scott	  Stewart’s	  Legion	  (2010)	  and	  Gloria	  Hunniford’s	  SKY	  TV	  programme	  
Angels	  (2009)	  ‘with	  stories	  from	  people	  who	  believe	  they	  have	  been	  visited	  by	  angels’	  (Sulieman,	  
09/07/09).	  Morie	  seeks	  to	  articulate	  the	  success	  of	  these	  contemporary	  forms	  of	  digital	  
enchantment,	  framing	  them	  as	  gateways	  to	  new	  spaces	  that	  are	  opened	  outside	  of	  the	  real	  world,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
6	  The	  orb	  is	  a	  term	  used	  to	  describe	  what	  is	  believed	  to	  be	  a	  spirit	  manifestation	  in	  the	  early	  stages.	  
Cooper	  (2013)	  reviews	  the	  significance	  of	  the	  orb:	  Enlightenment	  Through	  Orbs:	  The	  Awesome	  Truth	  
Revealed,	  Fieldhorn	  Press,	  Fieldhorn.	  
7	  Electronic	  Voice	  Phenomena	  often	  referred	  to	  in	  contemporary	  Spiritualist	  television;	  it	  is	  claimed	  
that	  the	  voices	  of	  spirit	  can	  be	  captured	  on	  tape	  and	  played	  back.	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offering	  new	  senses	  and	  sources	  of	  wonder	  (09/08/11).	  
	   Ostling	  puts	  forward	  an	  opposing	  argument;	  using	  Harry	  Potter,	  he	  argues	  that	  the	  wizard’s	  
form	  of	  enchantment	  lies	  in	  the	  mundane.	  The	  wonders	  of	  magic	  and	  mysticism	  are	  reduced	  down	  
to	  a	  set	  of	  actions,	  which	  become	  reliable	  and	  almost	  scientific	  or	  technological;	  the	  process	  of	  
magic	  is	  discoverable	  and	  replicable,	  much	  like	  an	  experiment	  (2003:	  5-­‐6).	  Buch	  (2007)	  also	  makes	  
the	  point	  contemporary	  media	  texts	  are	  absent	  of	  deeper	  theological	  meaning,	  he	  acknowledges	  the	  
rise	  in	  texts	  that	  possess	  a	  religious	  duality	  (where	  battles	  between	  good	  and	  evil	  are	  represented),	  
but	  makes	  the	  point	  that	  any	  link	  between	  the	  fictional	  narrative	  themes	  and	  real	  theological	  
experience	  is	  weak:	  
	  
although	  some	  religious	  doctrines	  could	  be	  linked	  to	  literary	  themes	  in	  science	  fiction	  (e.g.	  
Star	  Wars	  or	  Star	  Trek)	  or	  ‘magical’	  fiction	  (e.g.	  Harry	  Potter)	  it	  is	  a	  long	  way	  from	  establishing	  
that	  their	  popular	  following	  expresses	  veiled	  deep-­‐seated	  religious	  sensibility	  or	  function	  
(2007:	  10).	  	  
	  
It	  is	  a	  large	  assumption	  to	  make	  that	  people	  go	  to	  see	  films	  to	  provide	  them	  with	  spiritual	  
nourishment	  through	  the	  narrative	  and	  underlying	  deeper	  theological	  themes,	  and	  one	  this	  study	  
will	  not	  be	  making	  because	  the	  popularity	  of	  these	  films	  and	  franchises	  can	  be	  interpreted	  as	  
escapism	  rather	  than	  any	  deeper	  spiritual	  searching.	  Stacey	  draws	  out	  specific	  accounts	  of	  people	  
who	  experience	  escapism	  through	  attending	  the	  movies,	  noting	  that	  one	  cinemagoer	  stated	  'I	  wasn't	  
attractive	  or	  had	  a	  good	  figure,	  I	  wore	  glasses	  and	  didn't	  have	  enough	  money	  to	  buy	  glamorous	  
clothes	  and	  cinema	  was	  escapism	  away	  from	  a	  rather	  dull	  life'	  (1994:	  124).	  This	  relationship	  between	  
the	  media	  text	  and	  its	  audience	  provides	  a	  way	  of	  critiquing	  the	  position	  of	  the	  contemporary	  
audience	  who	  watch	  forms	  of	  Spiritualism	  in	  the	  media,	  illustrating	  the	  importance	  of	  escapism	  from	  
reality.	  The	  cinemagoer’s	  statement,	  whilst	  related	  to	  film	  spectatorship,	  has	  connotations	  for	  the	  
way	  in	  which	  people	  interact	  with,	  read	  and	  gain	  enjoyment	  from	  a	  visual	  media	  experience.	  	  
	   This	  theory	  that	  cinema	  is	  a	  form	  of	  escaping	  the	  realities	  of	  this	  world	  can	  be	  applied	  when	  
examining	  how	  television	  broadcasts	  work.	  While	  sitting	  in	  your	  living	  room	  consuming	  television	  is	  
different	  to	  the	  darkened	  immersive	  nature	  of	  contemporary	  cinema,	  Krcmar	  enlarges	  on	  television	  
as	  a	  form	  of	  escapism,	  concurring	  with	  Stacey’s	  views	  on	  cinema	  in	  arguing	  that	  television	  offers	  the	  
viewer	  a	  way	  of	  exiting	  their	  own	  life	  and	  all	  of	  their	  problems	  to	  experience	  another	  person	  both	  
real	  or	  imagined	  for	  a	  brief	  spell	  (2009:	  153-­‐155).	  Krcmar	  also	  explores	  the	  notion	  that,	  as	  a	  result	  of	  
television	  being	  an	  omnipresent	  entity	  often	  available	  24	  hours	  a	  day,	  escapism	  is	  always	  available	  
(2009:	  169).	  	  
	   This	  is	  an	  important	  theoretical	  perspective	  in	  relation	  to	  this	  study	  as	  it	  provides	  another	  
way	  in	  which	  to	  read	  the	  television	  programmes	  that	  represent	  Spiritualism	  and	  their	  relationship	  to	  
those	  who	  consume	  the	  programmes,	  asking	  if	  the	  drive	  for	  escapism	  and	  emphasis	  on	  
entertainment	  serve	  to	  further	  shift	  contemporary	  Spiritualism	  away	  from	  traditionally	  more	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meaningful	  theological	  values	  towards	  that	  of	  nothing	  more	  than	  an	  entertaining	  spectacle.	  Bach,	  
Stacey	  and	  Krcmar's	  research	  will	  be	  utilised	  in	  this	  study	  in	  a	  general	  sense	  to	  critique	  
contemporary	  media	  texts	  which	  feature	  Spiritualism,	  asking	  similar	  questions	  regarding	  their	  
authenticity	  particularly	  with	  regard	  to	  media	  presentation	  of	  the	  traditional	  values,	  beliefs	  and	  
practices	  of	  Spiritualism	  and	  critiquing	  the	  ability	  to	  connect	  with	  the	  viewer	  in	  a	  way	  that	  is	  
meaningful	  and	  not	  just	  aesthetic	  as	  Buch	  seems	  to	  suggest	  (2007:	  9).	  The	  works	  of	  Bach,	  Stacey	  and	  
Krcmar	  are	  based	  on	  the	  text	  –	  audience	  dynamic.	  They	  do	  not	  possess	  any	  specific	  detail	  into	  the	  
consumption	  of	  contemporary	  Spiritualism,	  which	  is	  the	  primary	  focus	  of	  this	  research.	  	  
	   Having	  examined	  the	  relevance	  of	  enchanted	  media	  texts	  and	  how	  audiences	  interact	  with	  
these	  as	  a	  form	  of	  escapism,	  it	  is	  only	  possible	  to	  understand	  the	  full	  implications	  of	  these	  ideas	  in	  
relation	  to	  the	  spectacularisation	  of	  Spiritualism	  by	  considering	  this	  in	  relation	  to	  notions	  of	  media	  as	  
a	  commodified	  and	  ephemeral	  experience.	  Whiteley	  (1987)	  and	  Kellner	  (2003:	  7-­‐8)	  regard	  
consumerism	  through	  mass	  media	  as	  being	  linked	  to	  fashions	  and	  keeping	  up	  with	  trends,	  shifting	  
away	  from	  a	  meaningful	  experience	  towards	  a	  throwaway	  culture;	  therefore	  enhancing	  the	  notion	  
that	  contemporary	  experiences	  are	  framed	  by	  a	  ‘here	  today	  -­‐	  gone	  tomorrow’	  transient	  
understanding	  and	  expectation.	  Kellner	  argues	  that	  ‘fashion	  perpetuates	  a	  restless,	  modern	  
personality,	  always	  seeking	  what	  is	  new	  and	  admired’	  (1995:	  264).	  These	  theories	  observe	  how	  the	  
contemporary	  consumer	  is	  obsessed	  with	  the	  latest	  trends,	  from	  films	  to	  fashion	  and	  even	  news	  
stories.	  Whitely	  remarks	  on	  what	  he	  terms	  'progressive	  waste'	  (1987:	  3)	  as	  culture's	  acceptance	  of	  
each	  fashion	  or	  trend	  is	  soon	  superseded	  by	  the	  latest	  'thing'.	  With	  this	  phenomenon	  of	  
obsolescence,	  the	  meaning	  and	  significance	  of	  items	  becomes	  weakened,	  reducing	  them	  to	  nothing	  
more	  than	  aesthetic	  symbols.	  Applying	  this	  concept	  to	  media	  texts	  we	  can	  see	  how	  this	  trend	  serves	  
to	  further	  shift	  programmes	  that	  feature	  Spiritualism	  away	  from	  traditional	  theological	  discussion	  
towards	  a	  hyperreal	  spectacle,	  which	  is	  played	  out	  as	  a	  throwaway	  piece	  of	  aesthetic	  culture.	  
	   This	  provides	  this	  study	  with	  another	  useful	  theoretical	  viewpoint	  when	  looking	  at	  
contemporary	  Spiritualism	  and	  consumption	  of	  it	  in	  the	  media.	  The	  notion	  that	  meanings	  and	  values	  
associated	  with	  contemporary	  media	  are	  aesthetic	  is	  in	  line	  with	  Baudrillard's	  theory	  of	  the	  
simulacra	  (1994:	  79).	  Baudrillard	  presents	  a	  paradoxical	  situation	  where	  representations	  of	  the	  real	  
only	  move	  the	  viewer	  further	  away	  from	  genuine	  reality	  itself.	  This	  has	  far-­‐reaching	  implications	  for	  
how	  the	  audience	  both	  views	  and	  places	  value	  on	  images	  and	  programmes	  consumed	  through	  
contemporary	  mass	  media.	  	  
	   Kellner	  helps	  frame	  this	  notion	  of	  simulation	  stating	  that:	  
	  
a	  media	  culture	  has	  emerged	  in	  which	  images,	  sounds,	  and	  spectacles	  help	  reduce	  the	  fabric	  
of	  everyday	  life,	  dominating	  leisure	  time,	  shaping	  political	  views	  and	  social	  behaviour,	  and	  
providing	  the	  materials	  out	  of	  which	  people	  forge	  their	  very	  identities	  (1995:	  1).	  
	  
Kellner	  shows	  that	  through	  television’s	  representation	  of	  the	  real,	  the	  audience	  become	  indifferent	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to	  a	  constant	  flow	  of	  images,	  anesthetised	  by	  what	  is	  being	  broadcast,	  making	  the	  point	  that	  it	  is	  the	  
reality	  of	  what	  is	  being	  portrayed,	  that	  masks	  the	  unreality	  of	  what	  is	  being	  presented.	  This	  removal	  
of	  experience	  presents	  a	  theoretical	  framework	  that	  can	  be	  utilised	  in	  this	  study	  to	  further	  
understand	  the	  complex	  relationship	  between	  the	  consumer	  of	  Spiritualism	  within	  the	  media	  and	  
the	  production	  values	  and	  codes	  implicit	  within	  the	  primary	  texts	  (explored	  later	  in	  this	  review)	  that	  
feature	  Spiritualism	  and	  to	  what	  degree	  these	  representations	  carry	  any	  meaningful	  theological	  
experience.	  
	   Darley	  (2000)	  presents	  an	  opposing	  view,	  pointing	  to	  the	  significance	  of	  the	  media	  and	  the	  
omnipotence	  of	  the	  spectacle	  that	  is	  produced	  through	  broadcasting,	  films	  et	  al.	  He	  places	  this	  at	  
the	  centre	  of	  viewing	  experience	  for	  the	  contemporary	  individual,	  suggesting	  a	  shift	  of	  viewing	  
expectations	  towards	  a	  hyperreal.	  This	  points	  towards	  the	  possibility	  that	  existing	  audience	  
expectations	  are	  already	  of	  a	  non-­‐realistic	  viewpoint	  when	  consuming	  media.	  This	  theory,	  along	  with	  
previous	  critical	  positions	  regarding	  media	  as	  escapism,	  can	  be	  utilised	  in	  this	  study	  to	  analyse	  
contemporary	  representations	  of	  Spiritualist	  mediums	  and	  television	  programmes	  which	  refer	  to	  
Spiritualism,	  evaluating	  whether	  the	  audience	  is	  gaining	  any	  true	  theological	  meaning	  and	  value,	  or	  
whether	  the	  audience’s	  relationship	  and	  interpretation	  of	  Spiritualist	  media	  is	  solely	  one	  of	  a	  
hyperreal	  understanding	  offering	  nothing	  more	  than	  a	  detachment	  from	  the	  viewer’s	  physical	  and	  
social	  reality	  of	  the	  world,	  where	  meaning	  is	  further	  displaced	  by	  spectacle.	  In	  this	  paradigm	  the	  
meanings	  generated	  become	  consumed	  by	  referents	  of	  media	  form,	  conveying	  a	  moment	  of	  
dramatic	  crescendo,	  the	  content	  of	  which	  is	  displaced	  and	  lost.	  Mann	  reinforces	  this	  theoretical	  
position	  drawing	  on	  Baudrillard's	  death	  of	  the	  real,	  suggesting	  that	  audiences	  connect	  more	  with	  
and	  understand	  concepts	  that	  ‘merely	  simulate	  reality'	  (n.d.).	  Ritzer	  also	  provides	  a	  valuable	  
appraisal	  of	  Baudrillard’s	  simulation	  in	  focusing	  on	  the	  concept	  of	  simulated	  visitor	  attractions,	  
through	  which	  he	  argues	  that	  with	  increased	  drive	  for	  spectacle	  comes	  more	  simulation.	  Tourists	  
(the	  viewers)	  are	  presented	  with	  simulations	  of	  famous	  landmarks	  and	  spaces	  (1999:	  126),	  the	  
ambiguity	  of	  what	  is	  genuine	  and	  what	  is	  simulated	  is	  lost,	  notions	  of	  the	  real	  and	  fake	  have	  become	  
imploded,	  thus	  audiences	  are	  subject	  to	  an	  increasingly	  simulated	  presentation	  of	  society.	  In	  this	  
sense	  the	  audience	  have	  come	  to	  accept	  the	  fake	  over	  the	  real	  (1999:	  144).	  
	   This	  notion	  of	  a	  simulation	  is	  central	  to	  this	  study,	  framing	  contemporary	  representations	  of	  
Spiritualism	  in	  the	  media	  as	  empty	  simulations	  no	  longer	  carrying	  traditional	  understandings	  of	  the	  
belief	  system,	  presenting	  a	  cultural	  understanding	  of	  Spiritualism	  as	  frivolous	  entertainment,	  
primarily	  on	  television,	  but	  also	  film	  and	  other	  mass	  media.	  This	  process	  involves	  the	  removal	  of	  
traditional	  meanings	  associated	  with	  orthodox	  Spiritualism	  and	  its	  practices.	  	  
	   How	  Spiritualism	  is	  produced,	  consumed	  and	  ultimately	  interpreted	  by	  the	  viewer,	  whether	  
this	  person	  is	  in	  a	  public	  setting	  of	  a	  church	  audience	  or	  privately	  sat	  at	  home	  watching	  a	  Spiritualist	  
television	  programme,	  the	  meanings	  created	  are	  critical	  in	  tracking	  a	  shift	  from	  a	  traditional	  
theological	  framework	  to	  a	  constructed	  hyperrealised	  version	  of	  Spiritualism.	  Hill	  unpacks	  the	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ambiguity	  of	  the	  contemporary	  media	  Spiritualist	  experience;	  drawing	  on	  ghost	  hunting	  programme	  
Most	  Haunted	  and	  its	  audience	  she	  unpacks	  audience	  negotiations	  of	  meaning	  in	  respect	  of	  
paranormal	  media	  arguing	  that	  viewers	  negotiate	  the	  authenticity	  of	  what	  is	  being	  shown	  in	  various	  
ways,	  classing	  what	  they	  are	  viewing	  as:	  
	  
‘ghost	  hunting	  kind	  of	  reality’,	  or	  ‘paranormal	  documentary.’…	  It’s	  not	  exactly	  reality	  TV,	  or	  
documentary,	  I	  think	  documentary	  probably	  would	  be	  the	  closest,	  I	  think	  documentary	  
probably	  would	  be	  the	  closest	  but	  documentary	  really	  doesn’t	  entertain	  us,	  Most	  Haunted	  
does	  really	  (2010:	  69).	  
	  
Hill	  argues	  that	  the	  viewer’s	  interpretation	  of	  Spiritualism	  on	  television	  is	  framed	  by	  arguments	  of	  
belief	  or	  disbelief	  of	  what	  is	  presented	  on	  screen,	  specifically	  highlighting	  the	  position	  of	  the	  
Spiritualist	  medium	  within	  the	  programme	  as	  the	  most	  significant	  figure,	  as	  they:	  ‘directly	  address	  
the	  audience	  about	  the	  question	  of	  belief’	  (2010:	  72).	  This	  ambiguous	  ‘kind	  of	  reality’	  that	  an	  
interviewee	  reports	  to	  Hill	  links	  back	  to	  notions	  of	  the	  on-­‐screen	  simulation.	  Baudrillard	  describes	  
this	  process	  as	  the	  implosion	  of	  meaning	  in	  the	  media,	  through	  which	  reality	  is	  collapsed	  into	  a	  
simulation	  to	  produce	  an	  internalised	  recirculation	  of	  images	  (signifiers)	  that	  are	  detached	  from	  the	  
real	  (signified)	  (1994:	  79).	  
Baudrillard’s	  framework	  of	  the	  simulacrum	  and	  simulations	  of	  the	  real	  is	  a	  pivotal	  theoretical	  
piece	  of	  work	  in	  relation	  to	  the	  framing	  of	  qualitative	  data	  analysis	  in	  this	  study.	  The	  specifics	  of	  this	  
framework	  identifies	  the	  process	  by	  which	  representations	  of	  the	  real	  become	  the	  accepted	  model	  
of	  understanding	  of	  the	  signified,	  so	  that	  these	  simulacra	  attain	  a	  set	  of	  values	  and	  references	  that	  
only	  bear	  a	  meaning	  and	  relationship	  unto	  themselves.	  Through	  this	  hypothesis,	  Baudrilliard	  
expresses	  the	  creation	  of	  a	  hyperreality,	  and	  thus	  a	  removal	  of	  the	  real.	  The	  endangered	  reality	  is	  
because	  of	  the	  simulation	  taking	  on	  motifs	  that	  signify	  the	  ‘real’	  so	  the	  simulation	  becomes	  hard	  to	  
differentiate.	  The	  dynamic	  of	  this	  theoretical	  framework	  is	  articulated	  through	  the	  notion	  of	  ill	  
health:	  
	  
“whoever	  fakes	  an	  illness	  can	  simply	  stay	  in	  bed	  and	  make	  everyone	  believe	  he	  is	  ill.	  Whoever	  
simulates	  an	  illness	  produces	  in	  himself	  some	  of	  the	  symptoms”	  (Littré).	  Therefore,	  pretending	  
or	  dissimulating,	  leaves	  the	  principle	  of	  reality	  intact:	  the	  difference	  is	  always	  clear,	  it	  is	  simply	  
masked,	  whereas	  simulation	  threatens	  the	  difference	  between	  the	  “true”	  and	  “false,”	  the	  
“real”	  and	  the	  “imaginary”	  (2007:	  3).	  
	  
The	  qualitative	  research	  applied	  in	  this	  thesis	  uses	  this	  key	  postmodern	  deconstruction	  of	  
consumption	  in	  relation	  to	  media.	  Baudrillard	  postulates	  that	  the	  endless	  promotion	  and	  availability	  
of	  information	  (proliferated	  by	  the	  media),	  acts	  only	  to	  exhaust	  meaning	  (2007:	  80)	  detaching	  any	  
relationship	  with	  the	  signified.	  In	  short,	  with	  more	  and	  more	  information,	  comes	  less	  and	  less	  
meaning.	  The	  implications	  that	  this	  hypothesis	  has	  for	  this	  research	  is	  that,	  in	  order	  for	  
contemporary	  forms	  of	  media	  to	  represent	  Spiritualism,	  we	  witness	  the	  appropriation	  of	  traditional	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Spiritualist	  motifs,	  language	  and	  form.	  These	  are	  the	  key	  aspects	  that	  position	  the	  programmes	  as	  
‘Spiritualist’	  and	  are	  precisely	  the	  elements	  of	  simulation	  that	  serve	  only	  to	  recycle	  and	  recirculate	  
these	  motifs	  into	  new	  and	  reconstituted	  forms,	  simulating	  and	  threatening	  the	  “truth”	  of	  
Spiritualism	  (in	  this	  sense	  the	  traditional	  theological	  belief	  structure).	  	  
While	  this	  thesis	  has	  thus	  far	  explored	  the	  simulacrum	  as	  a	  sign	  empty	  of	  meaning,	  it	  is	  also	  
useful	  to	  draw	  on	  other	  readings	  of	  this	  theoretical	  postion.	  Baudrillard’s	  thesis	  on	  simulation	  is	  
often	  read	  as	  a	  postmodern	  nihilist	  concept	  where	  through	  representation	  the	  sign	  becomes	  the	  
only	  accessible	  motif	  that,	  standing	  in	  for	  real	  relations,	  also	  annihilates	  them,	  the	  result	  of	  which	  is	  
the	  complete	  collapse	  of	  the	  signified	  and	  the	  concomitant	  loss	  of	  any	  notion	  of	  a	  symbolic	  exchange	  
of	  the	  genuine.	  Merrin	  argues	  that	  Baudrillard	  has	  been	  misquoted	  and	  often	  mislabelled	  as	  a	  
postmodernist	  (largely,	  he	  argues,	  by	  Kellner	  and	  Best	  (2005:	  29)).	  Merrin	  points	  to	  evidence	  
throughout	  Baudrillard’s	  career	  that	  suggests	  that	  his	  theoretical	  approach	  is	  far	  more	  nuanced	  than	  
just	  a	  simple	  ‘denial	  of	  physical	  reality’	  (2005:	  29),	  because	  the	  simulacrum	  actually	  presents	  the	  
proposition	  that	  the	  sign	  becomes	  a	  value	  in	  itself.	  Merrin	  suggests	  that	  Baudrillard’s	  simulation,	  
while	  exploding	  the	  concept	  of	  symbolic	  exchange	  actually	  takes	  this	  one	  step	  further	  in	  that	  the	  
simulation	  provides	  a	  level	  of	  social	  control:	  	  
	  
the	  concept	  of	  the	  simulacrum	  does	  not	  represent	  a	  nihilistic	  refusal	  of	  political	  and	  ethical	  
responsibility,	  as	  Best	  and	  Kellner	  argue	  (1991),	  but	  rather	  an	  intensification	  of	  his	  
[Baudrillard’s]	  concern	  at	  the	  semiotic,	  totalitarian	  and	  terroristic	  programming	  of	  everyday	  
life…it	  produces	  our	  experience,	  expectations,	  conception	  of	  the	  real,	  and	  behaviour’	  (2005:	  
100).	  
	  
In	  this	  paradigm	  the	  signs	  that	  represent	  the	  signified	  are	  still	  uncoupled	  from	  the	  genuine	  reality,	  
but	  what	  is	  being	  provided	  is	  a	  new	  language,	  one	  that	  is	  not	  nihilist	  but	  exists	  with	  cultural	  capital	  
of	  its	  own	  to	  generate	  cultural	  meaning	  and	  the	  forms,	  practices	  and	  behaviours	  of	  everyday	  life	  in	  
postmodern	  culture.	  Merrin	  seeks	  to	  illuminate	  this	  concept	  further	  by	  dissecting	  Baudrillard’s	  own	  
analysis	  of	  the	  ‘image	  event,’	  from	  the	  Gulf	  War	  (1991)	  in	  relation	  to	  the	  broader	  notion	  of	  
contemporary	  terrorism.	  	  
Baudrillard	  shows	  us	  that	  the	  spectacular	  images	  presented	  to	  the	  audience	  on	  screen	  
during	  the	  Gulf	  War	  displayed	  a	  war	  of	  images	  that	  had	  won	  the	  battle	  before	  it	  had	  begun	  (2005:	  
106)	  with	  heroic	  coverage	  of	  the	  might	  of	  a	  Western	  army	  against	  a	  smaller	  and	  less	  prepared	  Iraqi	  
force.	  The	  omnipotent	  simulated	  image	  is	  now	  broadcast	  through	  a	  hyperreal	  spectacular	  form	  with:	  
‘real-­‐time	  montage	  of	  close-­‐ups,	  long	  shots,	  multiple	  angles	  and	  ground	  images,	  edited	  and	  
replayed’	  (2005:	  102)	  Merrin	  unpacks	  Baudrillard’s	  argument	  that	  these	  media	  styled	  images	  play	  a	  
fundamental	  role	  in	  constructing	  cultural	  meaning	  and	  control	  all	  of	  their	  own.	  
	   The	  9/11	  terror	  attacks	  offered	  up	  spectacular	  images	  with	  a	  narrative	  that	  presented	  a	  
crippling	  of	  the	  Western	  model	  of	  warfare	  with	  images	  that	  reversed	  the	  totality	  of	  victory	  
embedded	  within	  the	  images	  from	  the	  Gulf	  in	  1991.	  These	  images	  present	  a	  hyperreal	  simulation	  of	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war,	  attaining	  a	  visual	  language	  that	  in	  itself	  has	  a	  value,	  a	  highly	  produced	  filmic	  interplay	  between	  
the	  warring	  factions,	  played	  out	  within	  the	  framework	  of	  the	  media.	  This	  is	  how	  Merrin	  reads	  
Baudrillard,	  moving	  away	  from	  the	  notion	  of	  a	  complete	  nihilist	  breakdown	  of	  meaning,	  presenting	  
instead	  the	  argument	  for	  language	  as	  a	  system	  of	  signs	  that	  construct	  a	  new	  form	  of	  control	  and	  
power,	  where	  the	  newscasts	  that	  carried	  images	  of	  the	  destruction	  of	  the	  World	  Trade	  Center	  in	  
2001	  merely	  amplified	  and	  disseminated	  the	  signs	  of	  a	  war	  fought	  through	  the	  media,	  illustrating	  the	  
(literal)	  toppling	  of	  Western	  Democracy,	  where	  a	  few	  determined	  terrorists	  could	  reek	  havoc	  on	  an	  
unprecedented	  scale.	  The	  simulations	  performed	  through	  the	  media’s	  splicing	  of	  images	  and	  
constant	  replays	  of	  the	  images	  attain	  not	  an	  empty	  vessel	  but	  a	  symbolic	  exchange	  in	  themselves,	  
carrying	  imbedded	  not	  only	  the	  evident	  terrorist	  violence	  within	  the	  image	  but	  also	  a	  reinforcement	  
of	  constructions	  of	  the	  evil	  terrorist	  other.	  Merrin	  cites	  Baudrillard’s	  argument	  that	  the	  images	  of	  
Bush’s	  ‘War	  on	  Terror’	  was	  an	  ‘attempt	  to	  deploy	  simulation	  as	  a	  means	  of	  global	  control	  and	  
homogenization’	  (2005:	  100).	  
	   Gane	  (1991)	  broadly	  concurs	  with	  this	  reading	  of	  Baudrillard,	  drawing	  on	  notions	  of	  symbolic	  
exchange	  to	  argue	  that	  the	  simulation	  itself	  has	  now	  become	  a	  form	  of	  exchange	  representing	  its	  
own	  value	  system,	  which,	  while	  still	  being	  cut	  adrift	  from	  any	  genuine	  reality,	  has	  produced	  an	  order	  
in	  which	  the	  sign	  has	  attained	  the	  power	  to	  structure	  the	  world	  and	  mediate	  meaning	  within	  it.	  
	   In	  applying	  these	  theories	  it	  is	  possible	  to	  see	  how	  Baudrillard’s	  theory	  of	  simulation	  can	  be	  
understood	  as	  a	  constructed	  hyperreality	  that,	  while	  empty	  of	  a	  signified,	  generates	  the	  sign	  (or	  
media	  image	  in	  the	  case	  of	  the	  production	  of	  Spiritualism)	  as	  a	  powerful	  form	  of	  mediated	  meaning	  
and	  control	  of	  the	  audience.	  Gane	  argues	  that	  the:	  ‘new	  order	  that	  arises	  is	  one	  of	  an	  ungraspable	  
system	  of	  simulations.	  The	  reality	  and	  certainty	  of	  the	  dialectic	  has	  gone,	  to	  be	  replaced	  by	  genetic	  
codes	  and	  random	  combinations’	  (1991:	  78).	  Thus,	  presenting	  contemporary	  media	  Spiritualism	  as	  
simulation	  will	  seek	  to	  understand	  the	  nature	  of	  the	  simulation	  and	  the	  removal	  of	  the	  genuine	  
experience	  and	  theological	  discourse	  associated	  with	  earlier	  forms	  while	  also	  unpacking	  how	  the	  
media’s	  simulation	  is	  responsible	  for	  controlling	  and	  reinforcing	  the	  meanings	  and	  exchanges	  that	  
take	  place	  through	  its	  production	  framework.	  
	   As	  a	  result	  of	  the	  informing	  principles	  of	  Baudrillard’s	  theory	  of	  simulation,	  discussion	  of	  the	  
signs	  and	  motifs	  of	  Spiritualism	  and	  the	  precise	  way	  in	  which	  they	  are	  utilised	  within	  the	  media	  will	  
form	  the	  basis	  for	  analysis	  into	  shifting	  understandings	  of	  Spiritualism,	  where	  traditional	  Spiritualist	  
emblems	  are	  simulated,	  collapsing	  meaning	  and	  replacing	  it	  with	  aesthetic	  spectacle,	  recirculating	  
images	  that	  relate	  only	  to	  the	  simulation	  itself.	  An	  example	  of	  this	  would	  be	  the	  use	  of	  the	  term	  Orb:	  
‘ghosts	  before	  they	  dress	  themselves	  for	  the	  human	  eye’	  (Clarke,	  2012:	  25).	  Orb	  is	  a	  term	  often	  used	  
on	  Spiritualist	  television	  programmes	  and	  Most	  Haunted	  and	  others	  have	  appropriated	  this	  as	  a	  key	  
representative	  of	  spiritual	  activity,	  but	  the	  ‘orb’	  forms	  no	  part	  of	  the	  traditional	  Spiritualist	  belief	  
system.	  It	  has	  become	  fused	  with	  ‘authentic’	  representations	  of	  Spiritualism	  on	  the	  shows,	  
presenting	  a	  distorted	  simulacrum	  of	  Spiritualism.	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   Baudrillard’s	  hypothesis	  of	  ‘retrospective	  hallucination’	  is	  also	  relevant	  because	  it	  introduces	  
another	  layer	  of	  artificiality	  through	  simulation	  of	  the	  real.	  Baudrillard	  articulates	  this	  theoretical	  
approach	  through	  the	  reinstallation	  of	  the	  cloister	  of	  Saint-­‐Michel	  de	  Cuxa	  from	  the	  Cloisters	  in	  New	  
York	  to	  its	  original	  site:	  
	  
everyone	  is	  supposed	  to	  applaud	  this	  restitution	  (as	  they	  did	  “the	  experimental	  campaign	  to	  
take	  back	  the	  sidewalks”	  on	  the	  Champs	  Elysees!).	  Well,	  if	  the	  exportation	  of	  the	  cornices	  was	  
in	  effect	  an	  arbitrary	  act,	  if	  the	  Cloisters	  in	  New	  York	  are	  an	  artificial	  mosaic	  of	  all	  cultures	  …	  
their	  reimportation	  to	  the	  original	  site	  is	  even	  more	  artificial:	  it	  is	  a	  total	  simulacrum	  that	  links	  
up	  with	  “reality”	  through	  a	  complete	  circumvolution.	  
The	  cloister	  should	  have	  stayed	  in	  New	  York	  in	  its	  simulated	  environment,	  which	  at	  least	  
fooled	  no	  one.	  Repatriating	  it	  is	  nothing	  but	  a	  supplementary	  subterfuge,	  acting	  as	  if	  nothing	  
had	  happened	  and	  indulging	  in	  retrospective	  hallucination	  (2007:	  11).	  
	  
Contemporary	  Spiritualism’s	  media	  representation	  witnesses	  a	  similar	  reinstallation	  to	  an	  original	  
site.	  The	  introductory	  segment	  of	  large	  numbers	  of	  what	  Sayed	  calls	  ‘paratainment’	  texts	  (2011:	  82)	  
offer	  a	  full	  historical	  explanation	  of	  the	  show’s	  location;	  this	  is	  framed	  by	  a	  historical	  exploration	  of	  
spiritual	  events	  and	  witness	  statements.	  The	  texts	  position	  the	  presenter,	  medium	  and	  team	  in	  a	  
returning	  role	  to	  the	  original	  site	  of	  the	  hauntings,	  so	  that	  they	  may	  set	  up	  a	  similar	  set	  of	  
circumstances	  to	  capture	  these	  reccurring	  events	  taking	  place.	  This	  notion	  of	  repatriation	  can	  be	  
used	  in	  this	  case	  to	  make	  sense	  of	  what	  is	  taking	  place	  and	  understand	  the	  nature	  of	  the	  signs	  being	  
produced	  by	  the	  Spiritualist	  television	  text	  and	  its	  dissimulation	  of	  the	  real.	  
	   In	  this	  respect	  Spiritualism	  as	  entertainment	  locks	  the	  viewer	  into	  accepting	  a	  set	  of	  signifiers	  
(production	  techniques,	  narrative	  style	  and	  language)	  that	  are	  no	  longer	  connected	  to	  the	  signified,	  
in	  this	  case	  traditional	  forms	  of	  Spiritualism	  as	  a	  belief	  system	  such	  as	  the	  communion	  with	  spirit	  or	  
spiritual	  healing,	  both	  key	  attributes	  of	  the	  theological	  framework.	  One	  of	  the	  ways	  in	  which	  
Spiritualism	  on	  contemporary	  television	  exemplifies	  this	  notion	  is	  through	  the	  use	  of	  Spiritualist	  
mediums	  as	  a	  vessel	  to	  promote	  spectacle.	  The	  importance	  is	  placed	  on	  the	  overall	  spectacle	  
combined	  with	  a	  promotion	  of	  celebrity,	  both	  in	  terms	  of	  the	  Spiritualist	  mediums	  on	  the	  show,	  the	  
presenters,	  and	  the	  special	  guests	  that	  appear	  as	  part	  of	  the	  investigative	  teams.	  Medium,	  script,	  
and	  performance	  become	  a	  primary	  focus	  of	  the	  media	  representation	  on-­‐screen.	  The	  medium	  
draws	  the	  audience	  in,	  in	  much	  the	  same	  way	  as	  an	  actor	  does,	  using	  stage	  presence,	  coupled	  with	  
an	  air	  of	  mystery	  and	  intrigue,	  which	  is	  located	  in	  Spiritualist	  claims	  to	  be	  able	  to	  communicate	  with	  
the	  dead.	  What	  is	  occurring	  here	  is	  that	  the	  Spiritualist	  mediums’	  performance	  and	  how	  purported	  
paranormal	  events	  are	  presented	  become	  the	  programme’s	  overriding	  narrative,	  where	  the	  actual	  
paranormal	  event	  becomes	  a	  by-­‐product,	  only	  there	  to	  facilitate	  the	  performance	  of	  spectacle.	  In	  
post-­‐modern	  terms,	  this	  representation	  of	  Spiritualism	  is	  a	  simulation	  that	  is	  now	  cut	  adrift	  from	  
reality.	  	  	  
	   The	  spectacle	  of	  Spiritualism	  does	  not	  take	  place	  in	  a	  vacuum,	  however,	  and	  some	  
understanding	  of	  the	  spaces	  of	  Spiritualism	  is	  needed	  in	  order	  to	  consider	  its	  theological	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deterioration	  into	  a	  spectacle	  in	  contemporary	  media	  versions.	  Holloway	  (2006)	  unpacks	  the	  
geography	  of	  religious	  spaces,	  examining	  the	  importance	  of	  the	  physical	  location	  to	  the	  ritual	  of	  the	  
séance.	  Nelson	  (1969)	  explores	  how	  Spiritualism	  and	  the	  séance	  serve	  as	  an	  important	  arena	  during	  
Victorian	  Britain	  where	  people	  would	  interact	  and	  enter	  into	  new	  forms	  of	  spiritual	  engagement	  
with	  female	  mediums	  that	  transcended	  gender	  roles8.	  Spiritualism	  with	  its	  religious	  framework	  did	  
not	  contain	  the	  formal	  strict	  traditions	  of	  the	  church	  doctrine,	  nor	  was	  there	  the	  bare	  materialism	  of	  
secularism	  or	  atheism.	  This	  coupled	  with	  notions	  of	  first-­‐person	  experiences	  of	  psychic	  mediums	  and	  
séances,	  made	  Spiritualism	  a	  unique	  spiritual	  landscape	  within	  a	  cultural	  space	  more	  fully	  informed	  
by	  religious	  practices	  and	  beliefs.	  Contemporary	  Spiritualism	  has	  become	  transformative,	  however,	  
because	  today	  the	  British	  individual	  negotiates	  representations	  of	  Spiritualism	  within	  the	  new	  space	  
of	  the	  media,	  with	  shifting	  senses	  of	  real	  and	  hyperreal,	  set	  against	  a	  climate	  of	  the	  continued	  rise	  of	  
commodification	  of	  daily	  life	  (including	  work	  practices,	  health	  and	  lifestyle),	  and	  secularisation	  (Cox,	  
2013).	  	  
	   In	  relation	  to	  contemporary	  notions	  of	  the	  secular,	  and	  shifts	  towards	  less	  structured	  
religions,	  York	  notes	  that	  there	  has	  been	  a	  movement	  away	  from	  supporting	  traditional	  religions	  by	  
the	  state,	  signified	  by	  a	  lowered	  priority	  in	  religious	  teachings	  in	  schools	  and	  a	  move	  away	  from	  
religious	  tests	  for	  public	  individuals	  (2001:	  362).	  This	  is	  also	  accompanied	  by	  a	  diminishing	  trust	  in	  
the	  formal	  institutions	  of	  religion	  as	  both	  a	  result	  of	  humanistic	  rational	  thought	  and	  socialistic	  /	  
communistic	  political	  pressures.	  York	  suggests	  that	  this	  rise	  of	  the	  secular	  in	  contemporary	  British	  
society	  results	  from	  both	  rationalist	  thought	  and	  political	  theory	  that	  produces	  an	  overriding	  
sentiment	  that	  religion	  today	  is	  an	  interference	  of	  superstition	  on	  the	  everyday	  and	  an	  opiate	  for	  the	  
masses	  (2001:	  362).	  This	  is	  useful	  when	  approaching	  contemporary	  spiritualities	  and	  understanding	  
both	  the	  contemporary	  landscape,	  the	  audience	  position	  and	  interpretations	  of	  traditional	  
theological	  belief	  structures.	  
	   There	  is	  a	  large	  catalogue	  of	  literature	  on	  the	  commodification	  of	  contemporary	  society;	  
much	  of	  this	  based	  on	  the	  capitalist	  culture	  of	  the	  Western	  world.	  To	  understand	  the	  social	  
pressures	  at	  play	  and	  how	  these	  affect	  the	  way	  that	  the	  contemporary	  individual	  thinks	  about	  
consuming,	  Gottdiener’s	  analysis	  of	  commodification	  is	  useful	  and	  can	  be	  related	  to	  the	  
consumption	  of	  spiritual.	  Gottdiener	  notes	  that	  decades	  of	  advertising	  have	  created	  a	  space	  where	  
people	  can	  satisfy	  every	  desire	  (2000:	  21),	  where	  every	  need	  and	  want	  is	  catered	  for,	  and	  
manufactured	  for	  profit.	  Gottdiener	  explores	  the	  theories	  of	  Marx	  (1889)	  and	  Veblen	  (1912)	  
regarding	  the	  increase	  in	  consumerism,	  whilst	  at	  the	  same	  time	  emphasising	  alienation	  from	  the	  
actual	  process	  of	  making	  a	  product	  or	  service,	  highlighting	  instead	  the	  shift	  towards	  a	  society	  that	  
has	  become	  detached	  from	  the	  final	  need	  or	  desire,	  so	  that	  it	  is	  more	  about	  the	  process	  of	  
consumption	  itself	  (2000:	  4).	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8	  Chapter	  4	  of	  this	  study	  provides	  a	  detailed	  account	  of	  the	  Victorian	  séance	  and	  the	  dynamics	  of	  the	  
female	  medium.	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   In	  considering	  such	  notions	  of	  the	  hypothetical	  need	  delivered	  by	  consumption,	  the	  
increasingly	  theoretical	  spaces	  of	  contemporary	  culture	  such	  as	  in	  the	  media	  and	  in	  digital	  or	  virtual	  
spaces	  is	  significant.	  Heim	  notes	  the	  rise	  of	  virtual	  reality	  in	  contemporary	  society,	  arguing	  that	  the	  
creation	  of	  the	  virtual	  environment	  has	  captured	  the	  contemporary	  imagination,	  while	  
simultaneously	  altering	  the	  definition	  of	  reality.	  Heim	  regards	  virtual	  reality	  as	  'intrinsic	  remoteness	  
from	  direct	  human	  experience'	  (1993:	  17)	  and	  this	  remoteness	  can	  be	  seen	  in	  both	  consumption,	  
where	  the	  commodity	  becomes	  consumed	  more	  as	  an	  experience	  or	  as	  an	  image,	  and	  in	  the	  media,	  
where	  they	  hyperreal	  displaces	  the	  real.	  It	  is	  this	  remoteness	  from	  direct	  experience	  that	  signifies	  
the	  demarcation	  point	  between	  the	  signifiers	  and	  the	  signified.	  Applying	  this	  theoretical	  perspective	  
to	  the	  contemporary	  media	  experience,	  audiences	  of	  paratainment	  television	  do	  not	  experience	  
first-­‐hand	  Spiritualism	  or	  mediumship	  and	  in	  most	  cases	  do	  not	  experience	  a	  show	  being	  recorded	  
(which	  would	  enable	  them	  to	  mediate	  what	  they	  are	  actually	  seeing),	  but	  are	  subject	  to	  the	  virtual	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   Because	  of	  the	  nature	  of	  this	  research	  into	  experiences	  of	  Spiritualism	  and	  notions	  of	  
presenting	  the	  real	  /	  hyperreal	  to	  audiences,	  a	  large	  amount	  of	  the	  work	  is	  to	  be	  conducted	  into	  
cultural	  understandings	  of	  Spiritualism,	  and	  how	  these	  are	  represented	  and	  experienced	  through	  
forms	  of	  contemporary	  media.	  Therefore,	  this	  research	  study	  is	  conducted	  through	  a	  process	  of	  
qualitative	  analysis	  of	  the	  relevant	  British	  contemporary	  texts	  that	  represent	  contemporary	  
Spiritualism.	  Regarding	  primary	  texts	  under	  investigation,	  there	  are	  several	  different	  areas	  that	  will	  
be	  considered	  important	  areas	  of	  focus.	  Spiritualist	  media	  programmes	  and	  Spiritualist	  mediums	  will	  
provide	  the	  foundation	  texts	  undergoing	  critique.	  These	  texts	  and	  their	  shifting	  emphasis	  and	  
representation	  of	  Spiritualism	  are	  where	  the	  seeds	  for	  this	  research	  problem	  were	  sewn.	  Other	  texts	  
to	  be	  reviewed	  include	  films,	  literature,	  and	  niche	  magazines	  that	  contain	  representations	  of	  
Spiritualism,	  extracting	  ways	  in	  which	  shifts	  in	  Spiritualism	  are	  taking	  place,	  from	  a	  traditional	  
theological	  understanding	  to	  empty	  forms	  of	  media	  spectacle.	  The	  criteria	  for	  primary	  materials	  in	  
this	  research	  project	  are	  that	  the	  texts	  would	  represent	  Spiritualism	  or	  elements	  of	  Spiritualism	  
within	  contemporary	  British	  society,	  predominantly	  post	  2001.	  These	  texts,	  their	  narrative	  structure,	  
production	  values	  and	  language	  utilised	  will	  also	  form	  the	  basis	  for	  this	  research	  drawing	  out	  
transformations	  from	  traditional	  Spiritualist	  practices	  towards	  a	  media	  spectacularisation	  of	  the	  
Spiritualist	  belief	  system.	  This	  study	  will	  not	  be	  an	  exhaustive	  review	  of	  every	  representation	  of	  
Spiritualism	  within	  contemporary	  British	  media	  but	  will	  focus	  on	  the	  significant	  texts	  that	  have	  
contributed	  to	  a	  shift	  from	  the	  traditional	  theological	  values	  of	  Spiritualism	  towards	  a	  media	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spectacle.	  
	   As	  noted	  earlier,	  one	  of	  the	  most	  significant	  moments	  of	  what	  may	  be	  termed	  the	  
spectacularisation	  of	  the	  Spiritualism	  came	  when	  the	  BBC	  televised	  GhostWatch	  (1992).	  This	  media	  
text	  offers	  a	  fascinating	  example	  of	  a	  new	  era	  of	  blurring	  boundaries	  between	  the	  real	  and	  fake,	  
providing	  discussions	  of	  Spiritualism	  within	  a	  framework	  of	  entertainment.	  Presented	  by	  Michael	  
Parkinson,	  Mike	  Smith	  and	  Sarah	  Green	  the	  programme	  attracted	  huge	  audiences	  and	  an	  incredible	  
30,000	  phone	  calls	  on	  the	  night	  that	  the	  show	  aired.	  GhostWatch	  is	  what	  would	  now	  be	  termed	  a	  
mockumentory	  because	  it	  has	  the	  elements	  of	  real	  (location	  and	  people)	  but	  the	  events	  are	  
fictionalised.	  The	  programme	  was	  from	  the	  outset	  purported	  to	  be	  a	  truthful	  account	  of	  the	  Enfield	  
poltergeist9,	  but	  while	  drawing	  upon	  real-­‐life	  accounts	  and	  experiences	  in	  a	  real	  location,	  the	  
storyline	  was	  substantially	  fabricated.	  Thus	  GhostWatch	  is	  potentially	  the	  first	  mock-­‐reality	  televised	  
ghost	  hunting	  show,	  which	  involved	  an	  overriding	  element	  of	  the	  spectacle.	  What	  is	  significant	  about	  
this	  text	  is	  that	  stylistically	  it	  is	  the	  first	  incidence	  on	  British	  television	  of	  Sayed’s	  ‘paratainment’	  
(2011:	  82),	  where	  the	  show	  contained	  elements	  of	  semiotics,	  and	  production	  techniques	  that	  would	  
be	  passed	  down	  to	  one	  of	  the	  most	  prolific	  ghost	  hunting	  programmes	  ten	  years	  later:	  Most	  
Haunted.	  	  	  
	   Some	  of	  the	  most	  significant	  semiotic	  codes	  of	  GhostWatch	  to	  be	  appropriated	  by	  later	  
paranormal	  programmes	  included	  features	  such	  as	  darkened	  rooms	  being	  filmed	  by	  cameras	  and	  
beamed	  back	  to	  experts	  to	  make	  comment	  on,	  on-­‐screen	  experiments	  set	  up	  for	  the	  audience	  to	  act	  
as	  witnesses	  to	  (providing	  a	  further	  sense	  of	  reality	  in	  that	  the	  audience	  feel	  part	  of	  what	  is	  
happening)	  and	  significantly	  the	  introduction	  of	  the	  paranormal	  expert	  /	  parapsychologist,	  who	  
would	  act	  as	  a	  mediator	  of	  meanings,	  between	  the	  paranormal	  events	  taking	  place	  at	  the	  house	  in	  
Enfield	  and	  the	  television	  audience.	  	  	  
	   GhostWatch	  is	  culturally	  accepted	  to	  be	  a	  piece	  of	  highly	  produced	  fiction	  rather	  than	  any	  
meaningful	  investigation	  of	  the	  supernatural,	  yet	  paradoxically	  it	  is	  responsible	  for	  setting	  up	  key	  
semiological	  and	  narrative	  conventions	  for	  subsequent	  reality	  ghost	  hunting	  programmes,	  most	  of	  
them	  insisting	  their	  authentic	  investigative	  credentials:	  Most	  Haunted,	  Scream	  Team,	  Ghosthunting	  
With….	  	  Mann	  (n.d.)	  seeks	  to	  theorise	  this,	  stating	  that	  modern	  audiences	  are	  more	  familiar	  with	  
visual	  representations	  of	  the	  real	  and	  events	  on-­‐screen	  that	  seek	  only	  to	  replicate	  reality.	  Darley	  
concurs	  citing	  advertising	  as	  something	  that	  imparts	  ‘extraordinary	  degrees	  of	  life-­‐like	  movement	  
and	  human-­‐like	  behaviour	  (2000:	  91),	  yet	  audiences	  experience	  and	  understand	  these	  as	  
representations	  rather	  than	  reality	  (2000:	  100).	  Here	  Baudrillard's	  notion	  of	  the	  map	  preceding	  the	  
territory	  (1994:	  1)	  is	  relevant	  as	  GhostWatch	  is	  a	  complete	  mock	  up	  of	  the	  real,	  a	  constructed	  reality	  
that	  through	  representation	  has	  become	  the	  real,	  enough	  for	  people	  to	  phone	  in,	  (as	  if	  genuine)	  and	  
take	  part.	  With	  GhostWatch,	  and	  its	  format	  of	  stylistic	  production	  values	  such	  as	  candid	  ‘nighttime’	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9	  It	  was	  claimed	  that	  a	  poltergeist	  was	  responsible	  for	  a	  series	  of	  paranormal	  events	  that	  occurred	  to	  
a	  family	  in	  Enfield	  in	  1977.	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cameras,	  parapsychological	  experts	  on	  hand	  and	  audience	  involvement,	  the	  framework	  for	  future	  
paranormal	  television	  programmes	  was	  conceived.	  
	   This	  study	  has	  referenced	  Most	  Haunted	  as	  a	  primary	  text.	  It	  was	  broadcast	  on	  LIVINGtv	  
from	  2002	  -­‐	  201010.	  The	  show	  was	  dedicated	  to	  ghost	  hunting	  and	  carried	  a	  significant	  
representation	  of	  Spiritualist	  practices,	  featuring	  some	  of	  the	  most	  well-­‐known	  and	  notorious	  
ghostly	  locations	  in	  the	  United	  Kingdom	  and	  Europe.	  This	  text	  will	  inform	  key	  areas	  of	  debate	  and	  
analysis	  of	  this	  study	  extracting	  evidence	  of	  the	  contemporary	  Spiritualist	  spectacular	  and	  a	  
movement	  away	  from	  traditional	  forms	  of	  Spiritualism.	  	  
	   The	  nature	  of	  this	  programme	  is	  that	  it	  is	  built	  around	  the	  re-­‐telling	  of	  ghost	  stories,	  using	  
traditional	  Spiritualist	  devices	  to	  prove	  the	  validity	  of	  the	  ghost	  stories.	  In	  the	  beginning,	  the	  team	  
was	  led	  by	  ex-­‐Blue	  Peter	  presenter	  Yvette	  Fielding,	  Spiritualist	  medium	  Derek	  Acorah,	  a	  historian	  
(from	  Series	  Two)	  and	  a	  parapsychologist.	  Most	  Haunted	  is	  the	  most	  successful	  programme	  of	  the	  
paratainment	  genre	  in	  the	  2000s,	  presenting	  notions	  of	  mediumship,	  Spiritualism	  and	  trance	  
mediumship	  produced	  for	  maximum	  media	  spectacle.	  The	  spectacular	  content	  of	  the	  programme	  is	  
clear	  and	  is	  represented	  through	  the	  ghostly	  motifs,	  such	  as	  the	  production.	  An	  example	  of	  this	  can	  
be	  seen	  through	  the	  jump	  cut	  editing	  employed	  by	  Most	  Haunted.	  This	  technique,	  made	  famous	  by	  
the	  horror	  film	  genre,	  is	  used	  to	  similar	  effect;	  to	  surprise,	  shock	  and	  generally	  present	  to	  the	  
audience	  a	  feeling	  of	  unease.	  Darley	  (2000)	  comments	  on	  the	  importance	  of	  the	  spectacle	  in	  the	  
media	  and	  discusses	  the	  significance	  of	  image	  manipulation:	  the	  ability	  to	  create	  styles	  and	  produce	  
meanings	  through	  manipulation	  of	  on-­‐screen	  images	  and	  sounds.	  This	  theoretical	  perspective	  is	  
fundamental	  when	  examining	  Most	  Haunted	  and	  other	  similarly	  produced	  paranormal	  programmes	  
regarding	  their	  creation	  of	  spectacle	  and	  the	  movement	  away	  from	  traditional	  forms	  of	  theological	  
engagement	  when	  representing	  Spiritualism.	  
	   The	  content	  of	  Most	  Haunted	  contains	  mediumship,	  séances,	  table	  tipping,	  Ouija	  and	  trigger	  
objects11	  (that	  occasionally	  move).	  All	  are	  included	  to	  shock	  and	  surprise	  the	  audience.	  This	  is	  
interwoven	  with	  a	  lot	  of	  screaming	  and	  what	  the	  viewer	  is	  led	  to	  believe	  are	  the	  paranormal	  
experiences	  of	  the	  crew	  and	  guests.	  	  One	  key	  moment	  of	  the	  programme	  occurred	  in	  2005	  when	  
Spiritualist	  medium	  Acorah	  left	  the	  programme	  after	  being	  revealed	  as	  a	  fake	  (Roper,	  28/10/05).	  
This	  revelation	  has	  implications	  for	  the	  audience's	  relationship	  between	  what	  is	  presented	  as	  
genuine	  and	  notions	  of	  fakery.	  For	  the	  show,	  the	  revelation	  of	  an	  alleged	  fraudulent	  medium	  was	  
going	  too	  far	  into	  the	  realm	  of	  fiction,	  in	  this	  sense	  as	  the	  programme	  still	  framed	  itself	  as	  genuine,	  
so	  Acorah	  would	  have	  to	  leave	  in	  order	  that	  Most	  Haunted	  could	  continue	  to	  frame	  itself	  as	  genuine	  
investigation.	  Ritzer's	  discussion	  of	  how	  the	  audience	  interpret	  what	  is	  presented	  to	  them	  is	  also	  
important	  in	  relation	  to	  reality	  being	  faked	  (1999:	  126-­‐128).	  The	  notion	  that	  the	  audience	  finds	  it	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10	  While	  this	  study	  will	  use	  Most	  Haunted	  2002	  –	  2010	  as	  primary	  texts,	  the	  show	  returned	  in	  2014.	  A	  
small	  section	  regarding	  this	  return	  is	  detailed	  in	  chapter	  5.	  
11	  Trigger	  objects	  and	  their	  role	  within	  paranormal	  research	  are	  described	  in	  chapter	  5.	  These	  are	  
objects	  that	  are	  set	  up	  as	  a	  device	  to	  capture	  spirit	  movement	  of	  the	  designated	  object.	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difficult	  to	  differentiate	  between	  what	  is	  real	  and	  what	  is	  fake	  implicates	  Most	  Haunted	  as	  a	  text	  
that	  exploits	  this,	  appearing	  to	  represent	  the	  real,	  whilst	  creating	  spectacle	  for	  maximum	  viewer	  
excitement.	  
	   During	  this	  explosion	  of	  paranormal	  television	  viewing	  in	  the	  2000s,	  LIVINGtv	  broadcast	  
another	  programme	  built	  on	  the	  Spiritualist	  framework	  from	  a	  studio	  made	  to	  look	  like	  a	  haunted	  
house.	  The	  Antiques	  Ghost	  Show	  (LIVINGtv,	  2003)	  featured	  the	  prolific	  celebrity	  medium	  Derek	  
Acorah.	  The	  programme	  featured	  members	  of	  the	  public	  who	  would	  bring	  in	  a	  family	  heirloom	  for	  
Acorah	  to	  'read'	  psychically	  in	  the	  studio	  presenting	  the	  object’s	  historical	  ‘story’.	  The	  show’s	  
audience	  is	  presented	  with	  the	  notion	  that	  Acorah	  uses	  his	  mediumship	  to	  connect	  with	  the	  object	  
itself	  and	  with	  its	  previous	  owners	  to	  articulate	  the	  story.	  This	  programme	  features	  culturally	  
accepted	  motifs	  of	  the	  paratainment	  genre,	  but	  the	  production	  is	  less	  located	  in	  the	  horror	  
spectacular,	  with	  more	  of	  the	  family	  audience	  in	  mind.	  This	  has	  the	  result	  of	  creating	  a	  stronger	  
sense	  of	  verisimilitude	  because	  it	  is	  presented	  as	  though	  the	  public	  are	  very	  much	  part	  of	  the	  show,	  
in	  the	  studio,	  overseeing	  the	  authenticity	  of	  the	  medium’s	  messages	  and	  policing	  the	  reality	  of	  the	  
show.	  The	  sense	  of	  the	  spectacle	  here	  is	  Acorah	  and	  his	  seemingly	  incredible	  ability	  to	  connect	  with	  
spirit	  and	  historical	  events	  pertaining	  to	  the	  items	  and	  their	  owners,	  which	  in	  some	  cases	  the	  
families	  who	  have	  brought	  the	  heirlooms	  in	  are	  unaware	  of	  and	  the	  facts	  are	  only	  revealed	  after	  
research	  has	  taken	  place	  to	  validate	  Acorah's	  claims.	  
	   In	  2005,	  yet	  another	  television	  programme	  with	  Spiritualist	  medium	  Acorah	  at	  the	  forefront	  
arrived	  onto	  British	  screens,	  Derek	  Acorah's	  Ghost	  Towns	  (LIVINGtv	  2005-­‐2006).	  This	  show	  ran	  for	  
one	  series	  and	  the	  basic	  premise	  of	  the	  programme	  saw	  the	  medium	  touring	  the	  UK	  and	  dropping	  in	  
on	  unsuspecting	  people	  in	  their	  homes	  for	  whom	  Acorah	  believed	  he	  had	  messages	  from	  the	  spirit	  
world.	  This	  show	  was	  significant	  within	  the	  paratainment	  genre	  as	  it	  forged	  a	  new	  emphasis	  on	  
celebrity	  commentators.	  Daniella	  Westbrook,	  a	  well-­‐known	  actress	  from	  her	  appearances	  in	  
Eastenders,	  co-­‐presented	  part	  of	  the	  show.	  At	  this	  point	  notions	  of	  celebrity	  were	  becoming	  fused	  
with	  Spiritualist	  representations	  in	  the	  media.	  Well	  known	  actors,	  actresses	  and	  comedians	  were	  
becoming	  infused	  with	  the	  overall	  Spiritualist	  spectacle.	  One	  episode	  of	  Most	  Haunted	  features	  Vic	  
Reeves	  as	  a	  celebrity	  guest12.	  Placing	  the	  fact	  that	  Reeves	  is	  a	  well-­‐known	  comedian	  into	  this	  
context,	  the	  whole	  programme’s	  dynamic	  and	  framing	  for	  the	  audience	  is	  now	  mediated	  by	  notions	  
of	  celebrity,	  comedy	  and	  entertainment	  rather	  than	  anything	  of	  an	  investigative	  nature,	  further	  
shifting	  the	  meanings	  and	  value	  of	  the	  show	  and	  its	  representations	  of	  Spiritualism	  to	  notions	  of	  
frivolous	  and	  throw	  away.	  Here	  Spiritualism	  becomes	  a	  narrative	  device	  for	  the	  construction	  of	  
entertaining	  spectacle.	  	  
	   It	  is	  these	  contemporary	  mass	  media	  representations	  of	  Spiritualism	  that	  provide	  the	  
foundations	  of	  this	  research	  study,	  because	  what	  we	  are	  witnessing	  here	  is	  a	  further	  shift	  where	  the	  
Spiritualist	  medium,	  the	  last	  embodiment	  of	  Spiritualism	  (albeit	  a	  rather	  weak	  representation)	  is	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
12	  Reeves	  appeared	  on	  Most	  Haunted	  Episode	  13,	  Season	  2.	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becoming	  wrapped	  up	  and	  polluted	  by	  notions	  of	  celebrity,	  their	  authority	  is	  being	  usurped	  and	  their	  
prominent	  position	  in	  terms	  of	  leading	  and	  driving	  the	  narrative	  of	  television	  representations	  of	  
Spiritualism	  is	  undermined	  by	  the	  programme’s	  concentration	  on	  the	  celebrity	  and	  their	  production	  
of	  an	  enhanced	  spectacular.	  	  
	   Another	  key	  paratainment	  text	  within	  this	  study,	  which	  also	  exposes	  the	  area	  of	  celebrity	  
involvement,	  is	  the	  Dead	  Famous	  series	  (LIVINGtv	  2004	  -­‐	  2006).	  This	  featured	  celebrity	  presenter	  
and	  former	  model	  Gail	  Porter,	  alongside	  medium	  Chris	  Fleming	  as	  they	  toured	  the	  US	  in	  search	  of	  
famous	  dead	  cultural	  icons	  such	  as	  Marilyn	  Monroe,	  Jim	  Morrison,	  and	  Frank	  Sinatra,	  visiting	  the	  
places	  that	  these	  people	  lived	  and	  loved,	  for	  signs	  of	  contact	  from	  the	  afterlife.	  Whilst	  the	  show	  was	  
firmly	  based	  in	  the	  entertainment	  genre,	  Porter	  provided	  an	  analytical	  approach	  to	  both	  Fleming’s	  
mediumship	  and	  Spiritualist	  practices	  represented	  on	  the	  show.	  The	  context	  of	  the	  programme,	  set	  
in	  Hollywood,	  provides	  a	  level	  of	  spectacular	  itself,	  where	  the	  spirits	  that	  Porter	  and	  Fleming	  are	  
trying	  to	  communicate	  with	  are	  film	  and	  music	  icons,	  so	  the	  emphasis	  is	  on	  the	  people	  and	  their	  
celebrity	  status,	  rather	  than	  any	  discussions	  of	  authentic	  Spiritualist	  beliefs	  and	  values.	  This	  
programme	  represents	  another	  shift	  away	  from	  traditional	  theological	  explorations	  of	  Spiritualism	  
with	  production	  values	  that	  preference	  culture	  and	  style,	  in	  line	  with	  the	  theories	  of	  Darley	  and	  the	  
notion	  of	  manipulation	  of	  images	  and	  stylised	  content	  (2000:	  18-­‐21)	  to	  create	  a	  hyperreality.	  	  
	   When	  analysing	  shifts	  in	  traditional	  forms	  of	  Spiritualism	  through	  to	  a	  mass	  media	  spectacle,	  
this	  study	  will	  draw	  on	  important	  first-­‐person	  insights	  come	  from	  well-­‐known	  'celebrity'	  Spiritualist	  
mediums	  within	  contemporary	  Britain.	  Acorah	  has	  written	  several	  books	  including	  The	  Psychic	  
Adventures	  of	  Derek	  Acorah	  (2004)	  and	  Ghost	  Hunting	  with	  Derek	  Acorah	  (2005).	  As	  a	  contemporary	  
media	  Spiritualist	  medium,	  these	  offer	  a	  great	  wealth	  of	  both	  contextual	  information	  and	  evidential	  
material	  illustrating	  shifts	  toward	  spectacle	  over	  traditional	  forms	  of	  Spiritualism.	  One	  example	  
within	  these	  books	  presents	  the	  reader	  with	  spectacular	  statements	  such	  as	  ‘Star	  of	  TV's	  Most	  
Haunted,	  Derek's	  own	  experiences	  with	  ghosts	  (famous	  and	  ordinary)’	  (2005).	  This	  serves	  to	  
prioritise	  the	  psychic's	  own	  sense	  of	  celebrity	  and	  spectacle	  over	  the	  traditional	  frames	  of	  the	  
Spiritualist	  belief	  system.	  Other	  contemporary	  celebrity	  mediums	  include	  Gordon	  Smith,	  another	  
well-­‐published	  medium	  whose	  works	  include	  Talking	  to	  the	  Dead	  (2003)	  and	  The	  Unbelievable	  Truth	  
(2008).	  These	  texts	  offer	  a	  lot	  of	  anecdotal	  evidence	  of	  the	  author’s	  own	  beliefs	  and	  practice	  of	  
Spiritualism	  while	  they	  can	  be	  interpreted	  as	  an	  extension	  of	  the	  television	  programmes	  they	  star	  in.	  
The	  texts	  provide	  an	  ability	  to	  analyse	  the	  language	  and	  representation	  of	  contemporary	  Spiritualist	  
medium,	  but	  also	  provide	  personal	  insights	  into	  their	  work	  on	  these	  mass	  media	  platforms	  and	  their	  
relationship	  to	  the	  audiences.	  	  
	   Other	  areas	  present	  within	  the	  landscape	  of	  contemporary	  media	  Spiritualism	  come	  in	  print	  
form	  with	  magazines	  such	  as	  Ghost	  Voices,	  Paranormal13,	  Chat	  –	  It’s	  Fate	  and	  The	  Fortean	  Times.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13	  Paranormal	  Magazine	  ceased	  to	  be	  a	  printed	  publication	  in	  2011,	  but	  continues	  in	  digital	  form	  at	  
its	  website:	  http://www.paranormalmagazine.co.uk/	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These	  magazines	  provide	  a	  mix	  of	  up-­‐to-­‐date	  analysis	  on	  contemporary	  ghost	  hunting,	  with	  historical	  
ghost	  and	  paranormal	  experiences	  and	  discussions.	  In	  Ghost	  Voices	  there	  is	  also	  a	  section	  on	  ghost	  
hunting	  equipment	  for	  those	  readers	  who	  are	  actively	  involved	  in	  their	  own	  research,	  along	  with	  a	  
section	  on	  ghost	  hunting	  groups	  to	  join.	  These	  magazines	  do	  not	  imply	  a	  growing	  market	  or	  wider	  
interest,	  but	  are	  more	  indicative	  of	  a	  niche	  readership	  that	  is	  inclined	  to	  be	  either	  a	  strong	  believer	  
or	  an	  intrigued	  sceptic.	  What	  these	  publications	  do	  however,	  is	  offer	  an	  important	  area	  of	  research	  
in	  that	  they	  are	  out	  there	  being	  sold	  by	  high	  street	  commercial	  retailers	  such	  as	  W.H	  Smith	  and	  are	  
often	  positioned	  in	  or	  near	  entertainment	  sections.	  It	  is	  this	  contemporary	  printed	  exploration	  of	  
Spiritualism	  that	  again	  offers	  further	  opportunities	  to	  explore	  shifts	  towards	  a	  media	  spectacle	  as	  
opposed	  to	  any	  traditional	  theological	  perspectives	  that	  are	  associated	  with	  experiencing	  traditional	  
forms	  of	  Spiritualism	  such	  as	  a	  one	  to	  one	  psychic	  reading	  or	  a	  demonstration	  of	  mediumship	  in	  a	  
church	  setting.	  	  
	   Extracting	  the	  portrayal	  of	  Spiritualism	  within	  these	  primary	  texts	  is	  fundamental	  to	  this	  
study	  and	  enables	  a	  questioning	  of	  how	  the	  texts	  interact	  with	  today’s	  audience	  and	  the	  ways	  in	  
which	  television	  and	  the	  wider	  media	  spectacularise	  Spiritualism.	  This	  will	  provide	  an	  understanding	  
of	  the	  shift	  from	  traditional	  language	  of	  Spiritualism	  to	  a	  media	  spectacle,	  framed	  by	  Spiritualist	  
concepts	  that	  no	  longer	  bear	  any	  relationship	  to	  their	  origin,	  such	  as	  how	  séances	  are	  used	  for	  
spectacle	  with	  little	  explanation	  of	  the	  meanings	  or	  reasons	  behind	  the	  traditional	  Spiritualist	  
practice.	  	  
In	  terms	  of	  academic	  discourse	  and	  theoretical	  deconstructions	  of	  representations	  of	  
Spiritualism	  in	  the	  media,	  there	  have	  been	  a	  number	  of	  publications	  that	  unpack	  the	  interaction	  and	  
complex	  meanings	  created	  for	  those	  consuming	  these	  mass	  media	  programmes.	  These	  are	  however	  
absent	  of	  any	  discussions	  of	  the	  transformation	  of	  Spiritualism	  from	  a	  theological	  discourse	  to	  media	  
spectacle.	  Hill	  (2010)	  comments	  extensively	  on	  the	  paranormal	  television	  programme	  and	  examines	  
Most	  Haunted.	  She	  argues	  that	  the	  text	  and	  the	  broader	  genre	  represent	  a	  revolving	  door	  of	  belief	  
and	  scepticism	  in	  relation	  to	  the	  paranormal.	  She	  notes	  the	  programme’s	  success	  and	  responsibility	  
for	  promoting	  the	  paranormal	  genre,	  including	  the	  launch	  of	  the	  Paranormal	  Channel	  in	  2008	  (2010:	  
55).	  In	  her	  chapter	  Armchair	  ghost	  hunters	  (2010:	  66-­‐88)	  presents	  a	  sociological	  study	  of	  the	  Most	  
Haunted	  audience	  and	  their	  reactions	  to	  the	  show,	  which	  provides	  very	  useful	  qualitative	  data	  for	  
use	  within	  the	  textual	  analysis	  performed	  in	  chapter	  5	  of	  this	  thesis.	  What	  is	  omitted	  from	  Hill’s	  work	  
is	  a	  thorough	  analysis	  of	  the	  Spiritualism	  in	  Most	  Haunted,	  particularly	  in	  relation	  to	  notions	  of	  
media	  spectacle	  and	  how	  the	  process	  of	  simulation	  of	  Spiritualism	  on-­‐screen	  has	  led	  to	  the	  removal	  
of	  theological	  discourse,	  replaced	  by	  empty	  motifs.	  
	   Heholt	  also	  discusses	  Most	  Haunted,	  articulating	  its	  appropriation	  of	  Gothic	  styles	  and	  ‘look’.	  
She	  also	  notes	  that	  ‘Most	  Haunted	  is	  a	  text	  which	  reverts	  to	  traditions	  of	  the	  Gothic	  and	  to	  Victorian	  
Spiritualism	  which	  allow	  space	  for	  women	  and	  those	  of	  the	  lower	  class’	  (2012:	  46),	  however,	  any	  
 39	  
further	  discussion	  of	  the	  style	  and	  specific	  motifs	  of	  Spiritualism	  and	  how	  the	  traditional	  theological	  
discourses	  of	  Spiritualism	  have	  been	  displaced	  by	  style	  and	  spectacle	  are	  absent	  from	  her	  work.	  
Koven	  provides	  a	  specific	  theoretical	  deconstruction	  of	  the	  ghost	  hunting	  television	  show.	  Using	  
Most	  Haunted,	  he	  analyses	  it	  in	  terms	  of	  how	  the	  narrative	  is	  relayed	  to	  the	  audience.	  Koven	  
theorises	  that	  the	  show’s	  team	  and	  the	  audience	  are	  involved	  in	  a	  ‘live’	  re-­‐telling	  of	  the	  historic	  
ghost	  stories	  that	  are	  associated	  with	  the	  locations	  they	  are	  visiting.	  The	  cast	  become	  the	  characters	  
in	  a	  new	  narrative	  that	  seeks	  to	  incite	  the	  ghosts	  from	  the	  past	  and	  present	  a	  contemporary	  
experience	  of	  them	  on	  tape,	  providing	  evidence.	  Koven	  suggests	  that	  this	  represents	  elements	  of	  
what	  is	  termed	  'ostension'	  (2007:	  184).	  Ostension	  is	  a	  term	  used	  by	  academics	  in	  folk	  law	  discourses,	  
to	  describe	  the	  way	  in	  which	  a	  narrative	  is	  imparted.	  With	  ostension	  the	  audience	  plays	  out	  the	  
narrative	  in	  a	  kind	  of	  participatory	  role,	  rather	  than	  a	  traditional	  one-­‐way	  flow,	  where	  the	  storyteller	  
tells	  the	  story	  to	  a	  passive	  audience.	  Koven	  suggests	  that	  Most	  Haunted	  not	  only	  communicates	  with	  
the	  audience	  through	  ostension,	  but	  encourages	  the	  audience	  to	  become	  active	  members	  of	  the	  
television	  investigation,	  whereby	  they	  become	  involved	  in	  holding	  Most	  Haunted	  house-­‐parties	  and	  
setting	  up	  paranormal	  experiments	  similar	  to	  those	  portrayed	  on	  the	  show.	  In	  Most	  Haunted	  there	  is	  
an	  active	  narrative	  with	  the	  cast	  and	  audience	  becoming	  part	  of	  the	  new	  story.	  Rather	  than	  retelling	  
events	  that	  have	  happened	  in	  the	  past	  like	  a	  ghost	  story,	  the	  story	  is	  evolving,	  shown	  to	  the	  viewer	  
through	  actions	  presented	  in	  the	  present.	  	  
	   The	  relationship	  between	  Koven's	  theories	  and	  this	  study	  is	  that	  he	  highlights	  a	  
contemporary	  dynamic	  between	  the	  producer	  and	  consumer	  of	  the	  Spiritualist	  television	  show.	  It	  is	  
this	  interaction	  that	  provides	  a	  useful	  way	  to	  gauge	  the	  audience’s	  cognitive	  understandings	  of	  the	  
signified	  codes	  implicit	  within	  the	  texts,	  as	  well	  as	  the	  relationship	  between	  the	  producer	  and	  the	  
audience,	  and	  how	  the	  audience	  mediates	  meanings	  within	  the	  texts.	  These	  perspectives	  will	  be	  
used	  to	  interpret	  and	  negotiate	  findings	  regarding	  shifts	  away	  from	  traditional	  theological	  
understandings	  of	  Spiritualism	  to	  that	  of	  media	  spectacle.	  While	  Most	  Haunted,	  a	  primary	  text	  for	  
this	  study,	  is	  the	  subject	  of	  Koven’s	  work,	  his	  research	  says	  nothing	  about	  the	  shifts	  away	  from	  
traditional	  Spiritualist	  theological	  practices	  and	  beliefs,	  and	  the	  creation	  of	  a	  hyperreal	  paratainment	  
text	  solely	  for	  the	  purpose	  of	  media	  spectacle.	  
	   Audience	  responses	  to	  Spiritualism	  and	  the	  paranormal	  in	  the	  media	  are	  also	  explored	  by	  
Sayed	  who	  originally	  coined	  the	  term	  'paratainment'	  to	  describe	  this	  burgeoning	  fascination	  with	  
spirits,	  psychics	  and	  other	  notions	  of	  the	  occult	  in	  contemporary	  media,	  and	  highlighted	  the	  genre	  as	  
having	  a	  veritable	  place	  on	  the	  pop	  culture	  radar.	  He	  argues	  that	  Most	  Haunted's	  agenda	  is	  to	  
promote	  proof	  rather	  than	  take	  a	  sceptical	  approach	  (2011:	  13).	  Most	  Haunted's	  core	  narrative	  is	  to	  
appear	  real,	  citing	  communication	  with	  spirit	  through	  the	  medium	  and	  events	  that	  occur	  to	  the	  on-­‐
screen	  team	  as	  evidence	  of	  genuine	  paranormal	  activity.	  In	  this	  context,	  what	  is	  happening	  is	  that	  
the	  programme	  is	  using	  signifiers	  of	  spiritual	  activity,	  rather	  than	  the	  actual	  spiritual	  activity	  itself.	  
Within	  this	  framework,	  the	  programme	  is	  able	  to	  create	  its	  own	  set	  of	  signifiers	  and	  a	  language	  of	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proof,	  which	  is	  framed	  by	  the	  noises,	  screams,	  shadows,	  sensations	  and	  any	  anomalies	  picked	  up	  by	  
the	  team’s	  nighttime	  cameras.	  In	  the	  case	  of	  Most	  Haunted,	  the	  presentation	  of	  proof	  is	  performed	  
outside	  the	  traditional	  theological	  and	  scientific	  framework	  of	  Spiritualism	  and	  the	  production	  
techniques	  and	  image	  manipulation	  shift	  this	  production	  towards	  a	  hyperreal	  spectacle.	  Sayed	  also	  
distinguishes	  between	  what	  he	  calls	  more	  serious	  research	  studies,	  and	  the	  negative	  effects	  that	  
'paratainment'	  is	  having,	  as	  a	  polluting,	  corrupting	  influence,	  while	  noting	  that	  the	  social	  acceptance	  
of	  the	  paranormal	  and	  Spiritualism	  as	  a	  whole	  is	  at	  an	  all	  time	  high	  (2011:	  82).	  Sayed’s	  work	  presents	  
some	  useful	  analysis	  on	  the	  media	  forms	  of	  Spiritualism,	  however	  there	  is	  not	  enough	  exploration	  in	  
Sayad's	  work	  to	  chart	  the	  complex	  transformation	  away	  from	  Spiritualism's	  theological	  framework,	  
towards	  a	  hyperreal	  spectacle	  empty	  of	  Spiritualist	  meaning.	  
	   Further	  significant	  work	  that	  documents	  audience	  perception	  of	  the	  paranormal	  and	  
Spiritualism	  within	  the	  media	  is	  carried	  out	  by	  Sancho	  (2001)	  who	  presents	  a	  study	  focusing	  on	  the	  
area	  of	  contemporary	  acceptability	  of	  alternative	  beliefs,	  psychics	  and	  occult	  phenomena	  on	  
television.	  The	  study	  investigated	  the	  opinions	  of	  over	  3000	  respondents	  to	  a	  postal	  questionnaire.	  
Contained	  in	  the	  questionnaire	  data	  was	  the	  respondent’s	  reaction	  to	  different	  representations	  of	  
paranormal	  television,	  from	  factual,	  to	  entertainment	  and	  lifestyle	  approaches.	  The	  research	  also	  
looked	  at	  the	  overall	  acceptability	  of	  psychics	  and	  specific	  areas	  of	  Spiritualism	  including	  
clairvoyance	  and	  drew	  to	  the	  conclusion	  that	  there	  has	  been	  a	  shift	  in	  society	  with	  these	  pursuits	  
becoming	  more	  mainstream	  and	  acceptable	  (2001:	  9).	  	  Both	  Sancho	  and	  Sayed	  offer	  a	  useful	  critical	  
analysis	  of	  representations	  and	  audience	  expectations	  of	  Spiritualism	  within	  the	  media,	  which	  will	  




Theorising	  Spiritualism	  as	  a	  Media	  Spectacle	  
To	  achieve	  the	  research	  goals	  of	  tracing	  the	  shift	  of	  Spiritualism	  from	  a	  traditional	  belief	  system	  to	  
that	  of	  media	  spectacle,	  the	  qualitative	  research	  methods	  will	  be	  driven	  by	  key	  postmodern	  
perspectives.	  Baudrillard's	  theories	  of	  simulacrum	  (1994)	  suggest	  how	  simulations	  or	  signifiers	  of	  the	  
real	  have	  assumed	  more	  importance,	  as	  the	  real	  (signified)	  has	  become	  orphaned,	  no	  longer	  bearing	  
resemblance	  to	  the	  signifier	  in	  contemporary	  society.	  With	  this	  framework,	  more	  weight	  is	  given	  to	  
referents	  of	  the	  'real,'	  giving	  the	  example	  of	  a	  map	  preceding	  the	  territory	  (1994:	  1),	  endangering	  
the	  very	  reality	  of	  the	  territory	  because	  it	  is	  now	  the	  simulation	  that	  creates	  ‘reality’	  rather	  than	  the	  
other	  way	  round.	  
	   A	  recent	  example	  of	  media	  simulation	  is	  exemplified	  by	  the	  controversy	  surrounding	  the	  
BBC's	  production	  of	  Frozen	  Planet	  (2013)	  where	  several	  of	  the	  images	  of	  polar	  bears	  shown	  were	  not	  
captured	  'in	  the	  wild,'	  as	  the	  BBC	  had	  stated	  in	  the	  programme	  but	  filmed	  in	  a	  Dutch	  animal	  park.	  
The	  BBC	  denied	  that	  the	  audience	  had	  been	  misled,	  citing	  that	  the	  commentary	  used	  was	  'carefully	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worded'	  and	  that	  the	  reason	  to	  film	  in	  the	  animal	  park	  was	  taken	  on	  safety	  grounds,	  while	  
highlighting	  that	  the	  BBC	  'did	  not	  like	  the	  "flow"	  of	  programmes	  to	  be	  interrupted	  by	  details	  of	  
where	  sequences	  were	  filmed'	  (Burrell,	  13/12/11).	  This	  provides	  an	  example	  of	  the	  theory	  of	  media	  
simulation	  of	  the	  real	  at	  work.	  This	  will	  inform	  critical	  analysis	  surrounding	  how	  media	  texts	  
presenting	  Spiritualism	  simulate	  the	  real	  and	  how	  audiences	  mediate	  this	  simulation,	  where	  
meanings	  are	  constructed	  for	  them.	  A	  deconstruction	  of	  these	  texts	  is	  fundamental	  to	  reveal	  how	  
traditional	  elements	  of	  Spiritualism	  are	  collapsed	  and	  reconstituted	  to	  present	  to	  the	  audience	  
meanings	  spectacular	  in	  nature.	  	  
	   Mann	  (n.d.)	  provides	  further	  analysis	  and	  critical	  tools	  for	  this	  study	  to	  explore	  the	  death	  of	  
the	  real,	  in	  relation	  to	  contemporary	  media.	  Mann	  draws	  on	  the	  work	  of	  Baudrillard	  to	  explore	  this	  
dynamic:	  
	  
in	  the	  postmodern	  media-­‐laden	  condition,	  we	  experience	  something	  called	  "the	  death	  of	  the	  
real":	  we	  live	  our	  lives	  in	  the	  realm	  of	  hyper-­‐reality,	  connecting	  more	  and	  more	  deeply	  to	  
things	  like	  television	  sitcoms,	  music	  videos,	  virtual	  reality	  games,	  or	  Disneyland,	  things	  that	  
merely	  simulate	  reality'	  (n.d.).	  
	  
Thus	  society's	  fascination	  with	  television,	  and	  video	  game	  consoles,	  has	  further	  sealed	  the	  bond	  
between	  the	  individual	  and	  notions	  of	  simulated	  reality.	  Caldwell	  states	  that	  ‘television	  has	  come	  to	  
flaunt	  and	  display	  style’	  (1995:	  5)	  to	  argue	  that	  programmes	  and	  their	  production	  are	  about	  style	  
over	  content,	  creating	  style	  markers	  and	  distinct	  looks	  to	  grow	  audience	  share	  in	  a	  competitive	  
broadcast	  market.	  These	  critical	  positions	  will	  be	  used	  to	  unpack	  the	  relationship	  between	  the	  
production	  of	  television	  programmes,	  (such	  as	  the	  primary	  texts	  in	  this	  research)	  and	  media	  content	  
that	  represents	  Spiritualism,	  examining	  the	  creation	  of	  a	  hyperreality	  and	  spectacle.	  Hyperreality	  in	  
this	  context	  occurs	  because	  of	  an	  intensification	  of	  elements	  of	  the	  real,	  therefore	  the	  audience	  
finds	  it	  hard	  to	  distinguish	  between	  the	  reality	  of	  what	  is	  going	  on	  and	  the	  simulation	  of	  this	  reality	  
through	  modes	  that	  seek	  to	  prove	  that	  reality	  has	  taken	  place.	  This	  theoretical	  perspective	  offers	  a	  
way	  to	  understand	  what	  is	  going	  on	  with	  contemporary	  media	  in	  relation	  to	  a	  blurring	  of	  the	  
boundaries	  between	  the	  real	  and	  the	  simulated.	  	  	  
	   Fourie	  (2010)	  further	  develops	  this	  area	  with	  a	  useful	  analysis	  of	  contemporary	  television,	  
arguing	  that	  viewers	  have	  become	  accustomed	  to	  a	  portrayal	  of	  the	  real	  on	  television.	  These	  texts	  
are	  often	  packaged	  as	  what	  society	  terms	  'docusoaps'	  and	  give	  the	  viewer	  a	  voyeuristic	  position	  to	  
view	  a	  'real'	  event	  or	  person's	  life,	  often	  the	  situations	  played	  out	  in	  docusoaps	  are	  mediated	  
simulations	  through	  the	  transformation	  of	  people	  into	  characters	  or	  performers.	  In	  this	  context	  all	  
'on-­‐screen'	  individuals	  involved	  in	  the	  production	  process,	  are	  given	  microphones	  to	  pick	  up,	  to	  
speak	  and	  perform	  actuality.	  They	  are	  also	  in	  front	  of	  a	  camera	  and	  subject	  to	  various	  limitations	  
such	  as	  places	  they	  can	  go	  and	  to	  a	  degree	  what	  they	  can	  say	  on	  camera.	  This	  process	  of	  
performance	  further	  exposes	  how	  in	  fact	  they	  are	  characters	  in	  a	  staged	  version	  of	  reality,	  where	  the	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genuine	  reality	  is	  off-­‐camera.	  This	  notion	  of	  simulations	  of	  the	  real	  is	  key	  to	  the	  unique	  perspective	  
that	  is	  being	  used	  to	  qualitatively	  analyse	  contemporary	  Spiritualism	  on	  television,	  in	  that	  even	  'real	  
occurrences'	  on	  paranormal	  television	  shows	  are	  highly	  produced	  situations,	  where	  all	  on-­‐camera	  
characters	  are	  to	  a	  degree	  performers.	  
	   Further	  theoretical	  perspectives	  surrounding	  simulations	  of	  the	  real	  play	  an	  important	  part	  
in	  the	  methodological	  framework	  of	  this	  study.	  King	  (2005)	  believes	  that	  we	  are	  now	  in	  a	  cultural	  
space	  where	  the	  audience	  connects	  far	  more	  with	  simulations	  of	  the	  real.	  What	  is	  critical	  in	  relation	  
to	  this	  study	  is	  how	  the	  audience	  interact	  with	  and	  understand	  the	  form	  of	  Spiritualism	  they	  are	  
viewing	  and	  consuming	  in	  the	  media,	  as	  this	  affects	  how	  they	  read	  and	  understand	  the	  meanings	  
being	  transmitted	  within	  the	  media	  Spiritualist	  text.	  King	  discusses	  the	  fluidity	  between	  the	  
presentation	  of	  reality	  and	  cinematic	  Hollywood	  style	  productions	  in	  the	  media,	  highlighting	  the	  
unfolding	  events	  of	  9/11	  on	  news	  channels	  and	  the	  similarities	  to	  filmic	  production	  and	  spectacle	  
(2005:	  45-­‐57).	  King	  broadly	  agrees	  with	  Ritzer’s	  theory	  that	  audiences	  learn	  to	  accept	  the	  fake	  more	  
easily	  than	  the	  real	  (1999:	  144).	  This	  has	  important	  implications	  as	  the	  notion	  that	  audiences	  accept	  
the	  hyperreal	  as	  genuine	  is	  a	  key	  area	  when	  approaching	  Spiritualist	  representations	  in	  
contemporary	  British	  media	  and	  in	  turn	  audience	  interpretations	  of	  the	  meanings	  and	  values	  
created.	  This	  theoretical	  perspective	  provides	  a	  method	  of	  locating	  and	  mapping	  the	  audience	  
dynamics	  when	  tracing	  the	  transformation	  of	  Spiritualism	  from	  a	  theological	  framework	  to	  a	  media	  
spectacle	  within	  contemporary	  Britain.	  
	   Best	  and	  Kellner	  articulate	  a	  valuable	  theory	  in	  this	  paradigm,	  further	  illuminating	  the	  
process	  of	  creating	  spectacle,	  which	  has	  now	  assumed	  a	  position	  that	  is	  ‘more	  real	  than	  everyday	  
life’	  (1997:	  102).	  The	  media	  spectacle	  prioritises	  a	  world	  of	  excitement,	  placing	  the	  everyday	  reality	  
as	  dull	  and	  insignificant.	  Best	  and	  Kellner	  also	  discuss	  notions	  of	  strong	  hyperrealities,	  where	  an	  
individual	  cannot	  separate	  reality	  from	  illusion,	  and	  weak	  hyperrealities	  where	  the	  individual	  is	  
aware	  of	  the	  difference	  between	  the	  real	  and	  fake,	  but	  prefers	  the	  illusion	  (1997:	  103).	  These	  critical	  
perspectives	  help	  in	  the	  deconstruction	  of	  representations	  of	  media	  Spiritualism,	  especially	  in	  
relation	  to	  analysing	  the	  importance	  of	  reality	  within	  media	  Spiritualism,	  and	  exploring	  notions	  of	  
whether	  viewers	  are	  active	  or	  passive	  in	  negotiating	  what	  is	  real	  on-­‐screen.	  
	   Another	  area	  that	  should	  be	  taken	  into	  consideration	  is	  that	  the	  vast	  majority	  of	  
paratainment	  is	  broadcast	  on	  commercial	  television.	  Clarke	  notes:	  ‘the	  business	  of	  ghosts	  has	  never	  
been	  far	  away	  from	  the	  business	  of	  ghosts’	  (2012:	  286)	  pointing	  out	  that	  Most	  Haunted	  ‘generated	  a	  
tidy	  income	  for	  its	  producers	  simply	  by	  popularising	  the	  ghost	  hunt	  and	  making	  it	  financially	  
lucrative’	  (2012:	  286).	  Gurevitch	  (1988)	  provides	  a	  helpful	  theoretical	  framework	  in	  viewing	  the	  
creation	  of	  the	  hyperreal	  through	  media	  spectacle	  as	  a	  means	  of	  intensifying	  commerciality	  whereby	  
the	  more	  extravagant	  and	  spectacular,	  the	  more	  exciting	  the	  programme	  is	  in	  order	  to	  produce	  
larger	  audience	  figures,	  so	  follows	  larger	  commercial	  revenues.	  Evidence	  to	  suggest	  that	  a	  spectacle	  
can	  lead	  to	  heightened	  audience	  figures	  is	  exemplified	  by	  Coronation	  Street's	  tram	  crash	  episode	  for	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the	  50th	  anniversary	  of	  the	  programme	  in	  2010,	  watched	  by	  a	  record	  breaking	  11.6	  million	  viewers,	  
an	  increase	  over	  the	  previous	  week’s	  episode	  with	  9.6	  million	  viewers	  (BBC,	  07/12/10).	  This	  directly	  
links	  the	  spectacle	  with	  heightened	  audience	  figures	  and	  in	  turn	  financial	  gains	  in	  the	  world	  of	  
commercial	  televised	  viewing	  and	  is	  relevant	  when	  analysing	  the	  Spiritualist	  media	  spectacle.	  
	   The	  programmes	  that	  have	  emerged	  in	  the	  2000s	  featuring	  Spiritualism	  and	  the	  paranormal	  
have	  largely	  been	  produced	  and	  aired	  by	  commercial	  television	  outlets	  such	  as	  LIVINGtv,	  and	  
Channel	  4,	  not	  to	  mention	  the	  countless	  DVDs	  and	  books	  that	  accompany	  the	  paranormal	  series	  that	  
also	  have	  to	  be	  financially	  successful	  otherwise	  there	  is	  little	  point	  for	  the	  broadcasters	  in	  producing	  
them.	  This	  theoretical	  approach	  will	  be	  useful	  in	  further	  understanding	  the	  commercial	  content	  of	  
the	  programmes,	  examining	  the	  way	  their	  styling	  and	  production	  values	  are	  geared	  towards	  enticing	  
larger	  audiences	  through	  presenting	  Spiritualism	  as	  spectacle.	  	  
	   Having	  examined	  Gurevitch	  and	  the	  relevance	  of	  commercialality	  to	  the	  world	  of	  media	  
spectacle,	  it	  is	  only	  possible	  to	  understand	  the	  full	  implications	  of	  their	  ideas	  on	  the	  
spectacularisation	  of	  Spiritualism	  by	  looking	  at	  how	  the	  spectacular	  is	  produced.	  Darley	  raises	  an	  
important	  area	  regarding	  the	  contemporary	  Spiritualist	  media	  text,	  the	  audience	  and	  the	  production	  
of	  a	  hyperreality.	  He	  constructs	  the	  theories	  of	  'image	  synthesis,'	  or	  'image	  manipulation'	  (2000:	  18)	  
to	  refer	  to	  the	  ability	  to	  stylise	  content	  and	  produce	  meanings	  through	  the	  manipulation	  and	  
production	  techniques	  used	  such	  as	  camera	  angles,	  lighting,	  overall	  colour	  tones	  used,	  fonts	  and	  
text.	  This	  theory	  will	  inform	  study	  of	  programmes	  and	  media	  texts	  that	  are	  a	  simulacrum	  of	  
theological	  content	  and	  help	  to	  illustrate	  how	  these	  texts	  are	  no	  longer	  carrying	  any	  authentic	  
spiritual	  meanings	  and	  belief	  structures,	  but	  are	  in	  the	  realms	  of	  the	  hyperreal	  and	  spectacular.	  
Besides	  Darley's	  work	  on	  the	  stylistics	  of	  media	  production,	  McLuhan	  (2001)	  talks	  of	  a	  media	  one-­‐
way	  flow	  of	  information	  from	  text	  producers	  to	  text	  consumer,	  therefore	  what	  is	  going	  on	  is	  that	  the	  
consumer	  is	  being	  taken	  on	  a	  journey	  through	  the	  signs	  and	  signifiers	  that	  are	  built	  into	  the	  reading	  
of	  a	  programme,	  in	  most	  cases	  the	  signs	  and	  signifiers	  will	  be	  understood	  through	  a	  larger	  historical	  
framing	  and	  understanding	  of	  the	  semiotics	  of	  broadcast	  media.	  
	   In	  a	  similar	  vein,	  Bignell	  (2002)	  explores	  semiology,	  the	  reading	  of	  such	  signs	  and	  symbols	  
that	  are	  implicit	  in	  broadcasts	  as	  a	  fundamental	  part	  of	  how	  audiences	  understand	  and	  gain	  meaning	  
from	  contemporary	  media.	  Audience	  participation	  and	  connectedness	  with	  programmes	  is	  
scrutinised	  suggesting	  there	  are	  various	  ways	  in	  which	  the	  viewer	  can	  feel	  that	  what	  they	  are	  
experiencing	  is	  real.	  One	  of	  the	  ways	  is	  interaction,	  as	  noted	  already,	  so	  that	  if	  the	  viewer	  can	  
somehow	  get	  involved	  with	  what	  is	  going	  on,	  on-­‐screen,	  whether	  that	  is	  playing	  along	  with	  a	  game	  
or	  phoning	  into	  interact,	  these	  are	  all	  valid	  methods	  and	  incite	  a	  feeling	  of	  connection	  with	  reality.	  	  
Another	  method	  employed	  by	  media	  is	  a	  sense	  of	  time:	  	  	  
	  
live	  Broadcasting	  gives	  access	  not	  only	  to	  space	  (usually	  it	  is	  public	  space)	  but	  also	  to	  time.	  
Obviously	  it	  is	  usually	  impossible	  to	  witness	  action	  taking	  place	  in	  a	  location	  distant	  from	  
where	  you	  are.	  	  But	  live	  broadcasting	  closes	  the	  gap	  between	  the	  present	  experience	  of	  the	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viewer	  and	  the	  present	  experience	  of	  others	  in	  a	  distant	  place	  (2002:	  149).	  
	  
This	  theory	  is	  useful	  in	  understanding	  the	  nature	  of	  the	  live	  Spiritualist	  event,	  such	  as	  Most	  Haunted	  
Live	  (LIVINGtv	  2002	  -­‐	  2010)	  which	  offered	  the	  chance	  to	  interact	  and	  take	  part	  in	  real	  time	  
paranormal	  experiments	  (both	  in	  the	  live	  audience	  and	  at	  home),	  such	  as	  setting	  up	  trigger	  objects	  
and	  watching	  'live'	  infrared	  cameras	  positioned	  in	  haunted	  locations.	  
	   In	  relation	  to	  critiquing	  the	  construction	  of	  hyperreality	  and	  developing	  understanding	  of	  the	  
audience’s	  understandings	  of	  meanings	  that	  are	  being	  generated	  through	  produced	  media	  content,	  
Goffman's	  theory	  of	  ‘Frame	  Analysis’	  will	  be	  crucial,	  specifically	  his	  notion	  of	  social	  frames,	  which	  
'provide	  background	  understanding	  for	  events	  that	  incorporate	  the	  will,	  aim,	  and	  controlling	  effort	  
of	  intelligence,	  a	  live	  agency,	  the	  chief	  one	  being	  the	  human	  being'	  (1974:	  22).	  This	  will	  be	  used	  to	  
highlight	  common	  themes	  that	  run	  throughout	  the	  primary	  texts	  including	  television	  programmes,	  
films,	  literature,	  and	  magazines	  and	  how	  the	  audience	  interprets	  these.	  Hope	  (2010)	  points	  to	  
Minsky's	  (1974)	  nuanced	  frame	  analysis,	  which	  will	  be	  useful	  within	  this	  research:	  
	  
Minsky	  makes	  the	  distinction	  between	  ‘language’	  (as	  a	  collection	  of	  words)	  and	  ‘discourse’	  (as	  
semantics	  and	  syntax	  with	  ‘meaning’),	  arguing	  that	  discourse	  requires	  multiple	  frames.	  The	  
frames	  being	  accessed	  by	  the	  individual	  go	  beyond	  simple	  visual	  cues	  to	  more	  abstract	  
consideration	  of	  the	  phenomena.	  Through	  a	  process	  of	  thought,	  the	  individual	  must	  
understand	  the	  setting,	  and	  the	  social	  context	  of	  the	  setting,	  operationalising	  multiple	  frame	  
systems	  to	  do	  so	  (2010:	  4).	  
	  
In	  relation	  to	  this	  study,	  when	  referring	  to	  discourse,	  what	  is	  meant	  by	  this	  is	  an	  exploration	  of	  
dominant	  strands	  of	  thought	  regarding	  traditional	  Spiritualism,	  its	  dogma	  (the	  Seven	  Principles)	  and	  
customs	  such	  as	  the	  séance,	  to	  question	  how	  these	  have	  become	  vehicles	  for	  contemporary	  media	  
to	  create	  spectacle	  while	  removing	  the	  genuine	  meaning	  behind	  these	  practices.	  The	  very	  nature	  of	  
this	  study	  is	  an	  exploration	  of	  the	  discourse	  of	  Spiritualism,	  analysing	  and	  mapping	  out	  the	  viewer’s	  
experience	  in	  relation	  to	  traditional	  values	  versus	  media	  spectacle.	  The	  notion	  of	  this	  shift	  from	  
traditional	  to	  spectacle	  entails	  the	  development	  of	  existing	  research	  surrounding	  hyperrealities,	  the	  
contemporary	  paranormal	  television	  show	  and	  understanding	  and	  experience	  of	  Spiritualism	  by	  the	  
viewer,	  these	  key	  frames	  will	  provide	  the	  elements	  in	  which	  to	  utilise	  Minsky's	  tools	  for	  discourse	  
analysis.	  	  
	   The	  reason	  and	  advantage	  of	  using	  a	  frame	  analysis	  technique	  within	  this	  study	  is	  that	  when	  
mapping	  Spiritualism's	  shift	  from	  a	  traditional	  theology	  and	  belief	  system	  towards	  a	  media	  spectacle,	  
themes	  such	  as	  media	  production	  stylistics,	  image	  manipulations,	  gender	  and	  methods	  of	  
consumption	  can	  be	  examined	  through	  the	  primary	  texts,	  drawing	  out	  patterns	  and	  similarities	  
between	  the	  texts	  and	  exploring	  how	  these	  are	  intended	  to	  be	  received	  by	  the	  audience.	  In	  using	  
this	  qualitative	  approach,	  the	  body	  of	  research	  material	  can	  be	  analysed	  with	  specific	  attention	  
being	  paid	  to	  areas	  within	  the	  texts	  that	  are	  emphasised.	  An	  example	  of	  this	  would	  be	  the	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production	  and	  recording	  of	  ghost	  hunting	  sequences	  within	  Most	  Haunted.	  The	  overall	  production	  
stylistics	  and	  heightened	  sound	  of	  screams,	  noises,	  bangs	  alongside	  contemporary	  image	  
manipulation	  techniques	  can	  be	  critically	  evaluated,	  qualitatively	  analysing	  whether	  these	  favour	  
traditional	  or	  spectacular	  representations	  of	  Spiritualism.	  	  
	   The	  implementation	  of	  frame	  analysis	  is	  also	  useful	  for	  this	  study	  as	  this	  research	  technique	  
enables	  analysis	  of	  both	  elements	  that	  are	  emphasised	  (such	  as	  dramatic	  music,	  narrative,	  screams	  
etc)	  but	  also	  those	  that	  are	  omitted.	  This	  is	  useful	  when	  highlighting	  elements	  of	  traditional	  
Spiritualist	  belief	  structures	  absent	  from	  contemporary	  media	  representations.	  	  
	  
	  
The	  Staging	  of	  the	  Spectacle	  of	  Spiritualism	  
The	  way	  in	  which	  frame	  analysis	  (Goffman,	  1974)	  will	  be	  implemented	  is	  through	  several	  key	  
aspects.	  These	  include	  identifying	  repeated	  patterns	  of	  the	  elements	  listed	  above	  such	  as	  the	  
production	  stylistics	  and	  the	  texts	  creation	  of	  hyperreality.	  The	  qualitative	  frame	  analysis	  will	  also	  
draw	  on	  how	  the	  mediums	  and	  presenters	  of	  the	  television	  shows	  that	  feature	  Spiritualism	  present	  
their	  ideas	  and	  experiences	  to	  the	  audience,	  and	  the	  language	  that	  the	  audience	  use	  when	  
interacting	  with	  the	  shows	  (particularly	  the	  live	  broadcasts14).	  	  
	   The	  language	  utilised	  within	  Most	  Haunted	  is	  specific,	  exemplified	  by	  references	  unique	  to	  
the	  field	  of	  paranormal	  research	  such	  as	  trigger	  objects,	  electronic	  voice	  phenomena	  and	  
electromagnetic	  field	  metering.	  This	  has	  become	  the	  dominant	  language	  of	  Spiritualist	  discourse	  
within	  the	  media.	  An	  example	  of	  this	  contemporary	  Spiritualist	  language	  and	  emerging	  terminology	  
is	  the	  popular	  media	  term	  'electronic	  voice	  phenomena'	  (EVP).	  This	  is	  a	  method	  where	  recordings	  
are	  taken	  in	  areas	  alleged	  to	  be	  supernaturally	  active.	  The	  audio	  recordings	  are	  captured	  in	  a	  
controlled	  silent	  setting	  and	  played	  back	  later,	  listening	  for	  messages	  from	  spirit	  on	  the	  recording.	  
Another	  example	  is	  the	  Electro	  Magnetic	  Field	  meter	  (EMF);	  a	  ‘popular	  theory	  is	  that	  increased	  
electromagnetic	  field	  activity	  and	  positive	  ionization	  (static	  electricity)	  are	  present	  at	  most	  active	  
paranormal	  sites	  (Ellis,	  2014:	  206).	  Both	  the	  EVP	  and	  EMF	  acronyms	  form	  part	  of	  the	  language	  
employed	  within	  Most	  Haunted,	  and	  contemporary	  Spiritualist	  media	  consumers	  will	  understand	  
these.	  The	  implication	  of	  this	  is	  that	  the	  viewing	  audience	  is	  taken	  further	  away	  from	  the	  real	  event	  
through	  the	  creation	  of	  and	  importance	  placed	  on	  these	  coded	  forms	  of	  communications	  and	  
terminologies.	  
	   The	  use	  of	  language	  within	  the	  Most	  Haunted	  narrative	  also	  incorporates	  significant	  
colloquialisms	  such	  as	  'wicked,'	  ‘evil,’	  'phantoms,'	  'mystery,'	  ‘foreboding,’	  ‘scary’	  and	  
'manifestations'.	  These	  are	  all	  common	  linguistic	  features	  of	  the	  programme,	  both	  on-­‐screen	  and	  
through	  narration.	  Another	  form	  of	  communication	  on	  the	  show	  is	  screaming.	  This	  is	  a	  key	  feature	  of	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14	  Audience	  members	  could	  submit	  drawings	  of	  ghosts	  they	  had	  seen	  during	  the	  Most	  Haunted	  Live	  
shows.	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the	  programme,	  which	  became	  a	  trademark	  of	  producer	  and	  presenter	  Yvette	  Fielding	  whose	  use	  of	  
screaming	  became	  well	  known	  to	  the	  audience.	  It	  is	  understood	  through	  the	  meanings	  created	  that	  
the	  screaming	  signifies	  that	  paranormal	  activity	  is	  purportedly	  taking	  place.	  
	   The	  language	  that	  the	  audience	  use	  when	  interacting	  with	  the	  show	  forms	  a	  bond	  and	  
audiences	  have	  been	  known	  to	  hold	  Most	  Haunted	  parties	  for	  the	  live	  events,	  and	  to	  phone	  in	  when	  
they	  have	  witnessed	  a	  trigger	  object	  move	  in	  their	  house.	  During	  the	  live	  shows	  the	  audience	  is	  
often	  prompted	  to	  go	  online	  and	  monitor	  the	  various	  webcams	  that	  have	  been	  set	  up	  throughout	  
the	  Most	  Haunted	  venue,	  and	  to	  contact	  the	  show	  if	  an	  'apparition'	  (ghost)	  is	  spotted.	  These	  
elements	  are	  all	  part	  of	  the	  larger	  learned	  linguistic	  bond	  between	  the	  audience	  and	  the	  television	  
show.	  	  
	   The	  audience	  participation	  in	  programmes	  such	  as	  Most	  Haunted	  Live15	  will	  provide	  a	  
valuable	  insight	  into	  the	  replication	  of	  this	  language	  and	  other	  concepts	  such	  as	  'orb'	  spotting	  for	  
example.	  This	  is	  a	  popular	  expression	  on	  the	  show	  where	  the	  team	  will	  set	  up	  experiments	  to	  
capture	  these	  supposed	  paranormal	  anomalies.	  On	  Most	  Haunted	  Live	  viewers	  often	  report	  seeing	  
‘orbs’	  in	  their	  own	  homes	  at	  the	  time	  of	  the	  investigations	  and	  send	  in	  photographic	  evidence	  for	  
the	  broadcast.	  Thus,	  analysis	  of	  the	  contemporary	  media	  language	  of	  Spiritualism	  will	  enable	  a	  
mapping	  of	  these	  phrases,	  styles	  and	  media	  practices	  onto	  other	  contemporary	  paratainment	  
programmes,	  illustrating	  how	  Most	  Haunted	  has	  established	  a	  form	  of	  Spiritualist	  representations	  
and	  language	  that	  has	  now	  become	  universal.	  
	   Frame	  analysis	  highlights	  how	  Most	  Haunted	  appropriates	  Spiritualist	  practices	  and	  
terminologies	  purely	  to	  enhance	  the	  spectacle,	  with	  one	  example	  being	  the	  holding	  of	  séances.	  The	  
characters	  and	  performers	  that	  are	  featured	  in	  the	  media	  texts	  such	  as	  the	  medium,	  the	  presenters	  
or	  narrators	  and	  occasionally	  the	  ‘ghosts,’	  will	  also	  provide	  qualitative	  data	  in	  relation	  to	  the	  overall	  
meanings	  generated	  within	  the	  texts.	  
	   In	  this	  sense,	  there	  is	  a	  notion	  that	  the	  individuals	  within	  contemporary	  Spiritualist	  texts	  are	  
characters.	  This	  relates	  to	  Cohan	  et	  al.	  (2012)	  who	  theorises	  the	  nature	  of	  Hollywood	  actors.	  Within	  
the	  contemporary	  Spiritualist	  television	  show,	  mediums,	  the	  team	  and	  the	  peripheral	  characters	  
become	  the	  actors,	  presenting	  a	  performance,	  one	  that	  is	  a	  self-­‐conscious	  fiction	  making	  process.	  In	  
this	  context	  what	  is	  shown	  is	  the	  psychic	  medium	  and	  the	  team	  involved	  in	  a	  media	  representation	  
of	  Spiritualism.	  All	  play	  parts	  in	  the	  larger	  story	  being	  produced.	  The	  ‘set’	  is	  the	  haunted	  location,	  
which	  provides	  the	  backdrop	  for	  the	  characters	  that	  are	  filmed	  and	  produced	  to	  fulfil	  the	  
expectations	  of	  the	  viewing	  audience.	  
	   Another	  important	  area	  when	  utilising	  frame	  analysis	  is	  defining	  areas	  such	  as	  the	  
underlying	  assumptions	  that	  Spiritualist	  media	  texts	  represent.	  Elements	  of	  the	  texts	  will	  not	  require	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15	  The	  Most	  Haunted	  Live	  events	  were	  broadcast	  on	  Halloween	  between	  2002	  and	  2009	  and	  
featured	  live	  investigations	  of	  alleged	  haunted	  locations	  with	  a	  studio	  audience	  and	  members	  of	  the	  
audience	  taking	  part	  in	  the	  investigation.	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explanation	  to	  the	  audience;	  therefore	  it	  is	  presumed	  by	  the	  text	  producers	  that	  the	  meaning	  is	  
already	  clear	  and	  self-­‐evident.	  This	  can	  be	  an	  element	  of	  the	  television	  programmes	  such	  as	  haunted	  
music,	  Gothic	  fonts	  and	  more	  recently	  the	  use	  of	  nighttime	  vision	  equipment,	  which	  shows	  up	  as	  
green	  images	  on-­‐screen.	  These	  are	  to	  a	  greater	  or	  lesser	  degree	  culturally	  understood	  codes	  of	  the	  
paratainment	  genre	  and	  their	  very	  genericity	  suggests	  construction	  of	  a	  televisual	  or	  hyperreal	  
orchestration	  that	  locates	  them	  in	  relation	  to	  the	  replication	  of	  the	  codes	  of	  fictional	  texts,	  rather	  
than	  an	  authentic	  unpredictable	  experience.	  The	  framing	  of	  these	  items	  and	  the	  parts	  these	  areas	  
play	  in	  the	  relationship	  between	  the	  viewing	  audience	  and	  the	  media	  text,	  which	  uses	  these	  areas	  of	  
media	  production	  language,	  is	  fundamental	  to	  tracing	  the	  shift	  away	  from	  traditional	  Spiritualism	  
towards	  a	  media	  spectacle.	  	  	  
	   This	  study’s	  underpinning	  theoretical	  framework	  of	  Baudrillard’s	  Simulacrum	  (1994)	  will	  
therefore	  be	  meshed	  with	  key	  media	  theorists	  including:	  Darley	  (2000);	  Gurevitch	  et	  al.	  (1988);	  
Bignell	  (2002);	  McLuhan	  and	  Gordon	  (2001);	  Koven,	  (2007).	  Their	  deconstruction	  of	  the	  media	  and	  
meanings	  within	  will	  frame	  the	  theoretical	  approach	  in	  unpacking	  the	  implicit	  codes	  and	  language	  
within	  the	  primary	  texts	  and	  how	  these	  transform	  the	  Spiritualist	  belief	  system	  into	  a	  media	  
spectacle.	  
	   In	  relation	  to	  implicit	  codes,	  Darley	  suggests	  that	  ‘look’	  of	  visual	  broadcast	  media	  is	  now	  the	  
prioritised	  form:	  ‘visual,	  stylistic	  and	  physical	  delights	  and	  sensations	  are	  overriding	  modus	  operandi	  
within	  this	  space’	  (2000:	  193).	  Using	  video	  gaming	  to	  frame	  audience	  experience	  Darley	  also	  
presents	  some	  useful	  theories	  in	  relation	  to	  interaction	  with	  spectacle:	  	  
	  
In	  computer	  games	  the	  spectator	  is	  positioned	  as	  a	  real-­‐time	  participant	  within	  the	  diegetic	  
space	  of	  the	  game	  world	  –	  given	  the	  ability	  to	  affect	  what	  happens	  and	  a	  certain	  agency	  and	  
control	  over	  how	  the	  game	  unfolds	  (2000:	  194).	  
	  
Gaming	  and	  the	  interaction	  in	  this	  often	  spectacular	  space	  is	  played	  out	  in	  contemporary	  media	  
representations	  of	  Spiritualism.	  Most	  Haunted	  Live	  is	  an	  example	  of	  this,	  here	  the	  audience	  is	  often	  
asked	  to	  go	  online	  and	  view	  surveillance	  cameras	  set	  up	  at	  the	  location	  to	  monitor	  for	  paranormal	  
activity	  such	  as	  visual	  manifestations	  of	  spirit	  of	  objects	  moving.	  The	  audience	  is	  then	  asked	  to	  call	  in	  
and	  inform	  the	  live	  show	  what	  they	  have	  seen.	  The	  notion	  of	  watching	  several	  small	  screens	  for	  any	  
movement	  places	  the	  audience	  in	  a	  game	  like	  scenario,	  drawing	  the	  focus	  away	  from	  the	  real	  and	  
placing	  the	  importance	  on	  grainy	  images	  being	  transmitted	  onto	  a	  small	  screen.	  Having	  outlined	  
Koven’s	  theories	  surrounding	  audience	  cognition,	  this	  study	  will	  further	  utilise	  his	  work	  to	  
understand	  how	  contemporary	  audiences	  interact	  and	  learn	  from	  these	  programmes.	  Furthermore,	  
there	  are	  inflections	  of	  reality	  TV	  in	  such	  operations	  and	  Kellner	  cites	  reality	  television	  shows	  such	  as	  
Big	  Brother,	  Survivor	  and	  MTV’s	  Real	  World	  which	  all	  seek	  to	  represent	  the	  'real'	  yet	  serve	  only	  to	  
create	  hyperreal	  versions	  through	  production	  values	  that	  seek	  to	  spectacularise	  the	  norm.	  This	  is	  a	  
critical	  position	  for	  the	  research	  in	  this	  study,	  where	  the	  hyperreal	  of	  the	  media	  Spiritualist	  spectacle	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The	  Performance	  of	  Gender	  in	  the	  Spiritualist	  Spectacle	  
As	  stated	  above	  within	  the	  methodological	  themes	  of	  analysis,	  a	  significant	  area	  of	  research	  within	  
this	  study	  is	  gender	  and	  the	  dominance	  of	  the	  Spiritualist	  medium,	  which	  will	  be	  explored	  in	  order	  to	  
show	  the	  rise	  of	  the	  male	  medium	  and	  their	  role	  within	  the	  media	  Spiritualist	  spectacle.	  Holloway	  
(2006)	  and	  Owen	  (2004b)	  agree	  that	  Spiritualism	  historically	  presented	  an	  area	  where	  there	  was	  a	  
challenge	  to	  the	  traditions	  of	  the	  patriarchal	  Victorian	  gender	  order.	  The	  medium's	  authority	  is	  
connected	  to	  their	  assumed	  ability	  (by	  the	  audience)	  to	  contact	  the	  disembodied	  soul	  and	  perform	  
otherworldly	  phenomena	  such	  as	  speak	  with	  the	  voices	  of	  the	  dead	  and	  materialise	  spirit	  bodies.	  
This	  awarded	  them	  a	  level	  of	  power	  above	  their	  subjects	  both	  women	  and	  more	  importantly	  in	  the	  
Victorian	  epoch,	  men,	  who	  had	  been	  until	  this	  point,	  largely	  the	  authority	  on	  any	  kind	  of	  public	  
speaking	  or	  addressing	  of	  audience,	  as	  Owen	  notes:	  
	  
it	  was	  the	  medium's	  spiritual	  authority,	  which	  gave	  her	  an	  unusual	  degree	  of	  access	  to	  public	  
speech,	  but	  whilst	  the	  religious	  imperative	  got	  her	  to	  the	  floor	  there	  was	  no	  telling	  how	  the	  
spirits	  would	  direct	  her	  words.	  Mediums	  mounted	  the	  platform	  in	  the	  name	  of	  spiritualism	  but	  
discoursed	  at	  length	  on	  anything	  from	  the	  structure	  of	  the	  spirit	  realms	  to	  politics	  (2004b:	  
211).	  
	  
The	  idea	  that	  women	  could	  now	  do	  this	  and	  through	  the	  mechanic	  of	  Spiritualism	  could	  comment	  on	  
subjects	  such	  as	  politics,	  religion	  and	  female	  rights	  was	  a	  momentous	  status	  shift.	  Owen	  views	  it	  as	  
significant	  that	  the	  female	  Spiritualist	  medium,	  because	  of	  her	  position	  as	  a	  psychic,	  is	  afforded	  
considerably	  more	  freedom	  to	  discuss	  publicly	  her	  own	  thoughts	  and	  opinions	  and	  through	  this	  
platform	  she	  is	  usurping	  the	  authority	  held	  by	  a	  staunchly	  male	  orientated	  church	  during	  this	  era.	  
This	  provides	  both	  a	  historical	  context	  of	  the	  Spiritualist	  medium	  from	  a	  gender	  perspective	  and	  a	  
useful	  way	  in	  which	  to	  critique	  the	  emergence	  of	  the	  contemporary	  male	  media	  Spiritualist	  medium	  
and	  their	  role	  in	  transforming	  Spiritualism	  from	  a	  theological	  belief	  system	  into	  a	  media	  spectacle.	  	  
	   The	  contemporary	  media	  space	  of	  the	  Spiritualist	  medium	  is,	  however,	  dominated	  by	  male	  
psychics,	  exemplified	  by	  literature	  from	  Smith	  (2003),	  Fry	  (2008)	  Stockwell	  (2005)	  and	  of	  course	  
Acorah	  (2004).	  Whilst	  female	  mediumship	  on	  television	  is	  not	  without	  its	  personalities,	  such	  as	  Doris	  
Stokes	  and	  more	  recently	  Sally	  Morgan,	  Mia	  Dolan	  and	  Marion	  Goodfellow	  (who	  all	  have	  a	  level	  of	  
media	  status	  now),	  few	  have	  reached	  quite	  the	  same	  celebrity	  status	  as	  the	  aforementioned	  male	  
psychics.	  The	  male	  medium,	  through	  their	  literature,	  offer	  an	  understanding	  of	  the	  media	  medium,	  
with	  the	  collective	  works	  exploring	  personal	  accounts	  of	  spiritual	  encounters,	  whilst	  at	  the	  same	  
time	  never	  being	  far	  away	  from	  promoting	  their	  media	  and	  commercial	  interests	  such	  as	  tours	  and	  
new	  books.	  The	  dominance	  of	  the	  male	  media	  medium	  is	  important	  to	  this	  study	  as	  it	  asks	  questions	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regarding	  the	  television	  medium	  and	  their	  relationship	  to	  the	  audience,	  posing	  questions	  of	  the	  
masculine	  gaze	  and	  delves	  further	  into	  the	  area	  of	  spectacle	  for	  the	  audience.	  Feasey	  (2008)	  
explores	  the	  male	  domination	  of	  contemporary	  television,	  arguing	  that	  television	  as	  a	  technological	  
form	  today	  continues	  to	  be	  viewed	  within	  a	  classic	  framework	  (with	  roots	  in	  the	  1950s)	  where	  
television	  is	  a	  domestic	  medium	  aimed	  at	  the	  female	  consumer.	  With	  as	  many	  as	  10	  prolific	  celebrity	  
Spiritualist	  mediums	  exposed	  to	  audiences	  on	  television	  in	  the	  last	  few	  years,	  the	  most	  significant	  of	  
these	  will	  be	  examined	  alongside	  their	  texts,	  their	  relationship	  with	  the	  audience	  and	  how	  they	  
create	  spectacle.	  
	   When	  researching	  gender	  in	  relation	  to	  the	  contemporary	  Spiritualist	  medium,	  the	  
dominance	  of	  the	  male	  media	  Spiritualist	  medium	  is	  embodied	  through	  LIVINGtv's	  Dead	  Famous.	  
Here	  the	  programme	  is	  opposed	  to	  traditional	  Spiritualist	  gender	  roles	  as	  defined	  by	  Owen,	  the	  
viewer	  is	  confronted	  by	  a	  female	  sceptic	  performed	  by	  television	  presenter	  Gail	  Porter,	  turning	  on	  its	  
head	  the	  predication	  that	  the	  female	  is	  more	  suited	  to	  the	  role	  of	  Spiritualist	  medium	  as	  a	  result	  of	  
being	  more	  'morally	  and	  spiritually	  defined	  creatures'	  (2004b:	  12).	  With	  Chris	  Fleming	  as	  the	  psychic	  
and	  Porter	  as	  the	  sceptic	  this	  text	  provides	  a	  useful	  basis	  for	  gender	  analysis	  of	  contemporary	  media	  
Spiritualist	  mediums	  which	  will	  feature	  in	  chapter	  4	  of	  this	  study.	  This	  medium	  –	  sceptic	  reversal	  
operates	  to	  a	  lesser	  degree,	  but	  is	  present	  within	  Most	  Haunted,	  here	  Acorah	  as	  the	  male	  medium	  
and	  Fielding	  the	  female	  sceptic.	  This	  is	  a	  useful	  analytical	  tool	  within	  the	  study	  to	  grapple	  with	  
notions	  of	  the	  contemporary	  medium	  and	  the	  role	  male	  Spiritualist	  mediums	  play	  in	  popular	  
television.	  This	  will	  also	  utilise	  Feasey's	  debates	  surrounding	  males	  in	  female	  genres	  (2008:	  7),	  
utilising	  masculinity	  in	  popular	  television	  to	  attract	  a	  larger	  female	  audience.	  	  
	   Feasey's	  work	  includes	  a	  complex	  breakdown	  of	  masculinity	  on	  the	  small	  screen,	  dividing	  up	  
the	  male	  roles	  into	  friends,	  fathers,	  heroes	  and	  martyrs	  (2008:	  51).	  This	  theory	  regarding	  breaking	  up	  
the	  male	  presence	  on-­‐screen	  into	  categories	  will	  aid	  understandings	  of	  the	  relationship	  between	  the	  
television	  medium	  and	  the	  audience,	  and	  will	  provide	  a	  useful	  way	  to	  interpret	  meanings	  generated	  
by	  the	  mediums	  and	  how	  these	  are	  framed	  within	  Spiritualist	  television	  shows	  (which	  are	  largely	  
aimed	  at	  a	  female	  audience).	  An	  analysis	  of	  gender	  in	  this	  study	  will	  draw	  out	  further	  understandings	  
of	  the	  position	  that	  the	  contemporary	  male	  Spiritualist	  medium	  occupies	  and	  their	  relationship	  with	  
and	  interpretation	  by	  the	  consumer	  of	  the	  television	  shows	  they	  are	  featured	  in.	  
	   This	  research	  on	  gender	  and	  the	  Spiritualist	  medium	  will	  argue	  that	  there	  is	  something	  about	  
the	  male	  performance	  of	  the	  psychic	  and	  their	  simulation	  of	  authority	  that	  aligns	  with	  notions	  of	  
hyperreality	  and	  a	  media	  spectacle.	  This	  simulation	  of	  authority	  is	  embodied	  by	  the	  male	  medium's	  
control	  or	  at	  least	  perceived	  control	  of	  the	  situation,	  both	  in	  a	  'real'	  sense,	  assuming	  the	  centre	  of	  
focus	  for	  the	  audience	  and	  situation,	  but	  also	  their	  overall	  control	  of	  the	  narrative,	  being	  the	  speaker	  
for	  any	  alleged	  spirits.	  Today's	  male	  media	  medium	  possesses	  elements	  of	  a	  'new	  man,'	  a	  theoretical	  
perspective	  established	  in	  the	  1980s	  highlighting	  a	  new	  male	  ease	  exploring	  senses	  and	  emotions	  
publicly	  (traditionally	  more	  of	  a	  feminine	  trait),	  meshed	  with	  a	  traditional	  authoritative	  male	  lead	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character.	  Feasey	  further	  theorises	  ideas	  of	  the	  contemporary	  media	  male	  as	  emotional	  and	  
sensitive	  while	  still	  being	  connected	  to	  traditional	  masculine	  qualities	  such	  as	  strength	  (2008:	  50).	  
Fourie	  concurs	  with	  this,	  pointing	  to	  the	  'new	  man'	  in	  the	  media	  who	  is	  caring,	  sensitive	  and	  
emotional	  (2010:	  314).	  These	  are	  all	  traits	  of	  on-­‐screen	  male	  Spiritualist	  mediums	  and	  will	  provide	  a	  
useful	  way	  of	  reading	  gender	  shifts	  from	  traditional	  female	  Spiritualist	  mediums	  to	  male	  television	  
psychics.	  
	   Further	  to	  notions	  of	  the	  'new	  man,'	  Cohan	  et	  al.	  discuss	  how	  Hollywood	  cinema	  has	  created	  
the	  new	  male	  spectacle,	  with	  characters	  more	  in	  tune	  with	  their	  ethical	  dilemmas	  and	  emotional	  
traumas	  (2012:	  245).	  This	  theoretical	  position	  offers	  a	  way	  in	  which	  to	  discuss	  the	  contemporary	  
male	  Spiritualist	  medium,	  and	  how	  the	  audience	  views	  them.	  Cohan’s	  perspective	  will	  offer	  a	  way	  in	  
which	  to	  unpack	  the	  media	  male	  Spiritualist	  medium,	  through	  an	  analysis	  of	  the	  way	  in	  which	  they	  
are	  presented,	  and	  the	  meanings	  and	  values	  transmitted	  to	  the	  audience	  regarding	  gender,	  
simulation	  and	  performance.	  	  There	  is	  also	  an	  exploration	  of	  masculinity	  and	  male	  spectacle,	  where	  
there	  is	  the	  suggestion	  that	  actors	  take	  on	  a	  performance	  of	  being	  'male'.	  Cohan	  et	  al.	  (2012)	  explore	  
these	  gender	  relationships	  in	  relation	  to	  fictional	  situations.	  It	  can	  be	  argued	  that	  the	  media	  
Spiritualist	  is	  a	  performance	  to	  camera,	  much	  in	  the	  same	  way	  an	  actor	  would	  perform	  for	  a	  motion	  
picture.	  In	  this	  paradigm,	  the	  notion	  of	  fictional	  and	  'real'	  or	  simulations	  of	  real	  in	  Spiritualist	  
television	  become	  interchangeable	  and	  blurred.	  	  While	  there	  is	  no	  doubt	  the	  Hollywood	  male	  is	  
performing,	  that	  same	  critical	  framework	  can	  apply	  to	  the	  television	  medium	  who	  is	  also	  performing,	  
thus	  the	  media	  Spiritualist	  can	  be	  read	  a	  similar	  way,	  as	  a	  fictional	  simulated	  character:	  an	  actor.	  
These	  theoretical	  perspectives	  will	  be	  utilised	  in	  critiquing	  the	  contemporary	  media	  medium,	  




The	  Methodology	  of	  the	  Textual	  Analysis	  of	  Most	  Haunted	  
As	  the	  overriding	  aim	  of	  this	  research	  is	  to	  trace	  the	  transformation	  of	  Spiritualism	  from	  a	  set	  of	  
theological	  beliefs	  and	  meanings	  to	  a	  media	  spectacle,	  a	  textual	  analysis	  will	  be	  employed	  to	  
examine	  a	  key	  television	  programme	  whose	  overriding	  theme	  was	  Spiritualism:	  Most	  Haunted.	  This	  
analysis	  forms	  a	  chapter	  all	  of	  its	  own	  (chapter	  5).	  	  This	  chapter	  will	  provide	  a	  detailed	  
deconstruction	  of	  the	  programme’s	  narrative	  framework,	  utilising	  Bordwell’s	  narrative	  staging	  
(1988:	  19)	  tracing	  the	  modes	  of	  spectacle	  and	  entertainment	  throughout	  the	  lifespan	  of	  the	  show,	  
drawing	  on	  the	  narrative	  stages	  extracting	  escalations	  in	  spectacular	  image	  production,	  crew	  
interactions,	  and	  purported	  spirit	  interactions,	  suggesting	  a	  growing	  reliance	  on	  spectacle	  towards	  
the	  latter	  episodes	  as	  the	  series	  progressed.	  	  
	   This	  chapter	  will	  show	  evidence	  as	  to	  how	  the	  representation	  of	  Spiritualism	  within	  Most	  
Haunted	  has	  shifted	  away	  from	  references	  of	  the	  traditional	  Spiritualist	  belief	  system	  towards	  empty	  
stylistic	  motifs	  that	  provide	  a	  vehicle	  for	  presenting	  spirit	  contact	  as	  spectacle.	  Chapter	  5	  will	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perform	  the	  textual	  analysis	  through	  a	  detailed	  qualitative	  approach.	  Altheide	  and	  Schneider	  unpack	  
qualitative	  thematic	  and	  frame	  analysis	  presenting	  themes	  as	  ‘recuring	  typical	  theses’	  (2012:	  53)	  
that	  run	  through	  a	  number	  of	  texts,	  with	  the	  theme	  being	  defined	  as	  the	  subject	  matter	  or	  area	  of	  
interest	  within	  a	  text	  while	  framing	  focuses:	  ‘on	  what	  will	  be	  disscussed,	  how	  it	  will	  be	  disscussed	  
and,	  above	  all,	  how	  it	  will	  not	  be	  disscussed’	  (2012:	  52).	  Burns	  and	  Thompson	  suggest	  that	  the	  
camera	  is	  responsible	  for	  the	  framing	  of	  a	  media	  text,	  its	  movement	  positions	  the	  viewer	  to	  ‘see	  
what	  is	  meaningful	  in	  the	  text’.	  This	  deconstruction	  of	  theme	  and	  framing	  within	  this	  research	  is	  
specifically	  useful	  for	  the	  textual	  analysis	  of	  Most	  Haunted;	  the	  theme	  is	  constant,	  that	  of	  
ghosthunting	  utilysing	  largely	  Spiritualist	  practices,	  while	  the	  frame	  represents	  the	  aspect	  of	  the	  
discussion	  and	  the	  way	  that	  it	  is	  presented	  to	  the	  audience.	  In	  the	  case	  of	  Most	  Haunted,	  despite	  
Ofcom’s	  ‘for	  entertainment	  purposes’	  (ITC,	  2005)	  ruling,	  the	  focus	  of	  discussion,	  the	  paranormal,	  is	  
framed	  within	  a	  documentary	  style,	  with	  elements	  of	  scientific	  analysis	  and	  audience	  interaction	  for	  
increased	  authenticity.	  	  
	   The	  areas	  that	  will	  be	  extracted	  from	  texts	  to	  qualitatively	  examine	  their	  effect	  on	  a	  shift	  
towards	  producing	  a	  spectacle	  for	  the	  audience	  include16:	  
	  
- Production	  stylistics	  and	  image	  manipulations	  
- Audience	  interpretations	  of	  the	  texts	  
- Levels	  of	  traditional	  Spiritualism	  contained	  within	  a	  text	  
- Gender	  and	  dominance	  of	  a	  Spiritualist	  medium	  
- The	  dominance	  of	  celebrity	  guests	  that	  appear	  within	  a	  text	  
- The	  level	  of	  enchantment	  that	  is	  presented	  (superficial	  or	  real)	  
- Position	  of	  audience	  in	  relation	  to	  the	  Spiritualist	  events	  unfolding	  
- Texts’	  creation	  of	  a	  hyperreality	  
-­‐	   Language	  usage	  by	  the	  on-­‐screen	  and	  off-­‐screen	  characters	  
	  
As	  qualitative	  textual	  analysis	  relies	  on	  judgement	  values	  from	  the	  researcher,	  which	  are:	  ‘based	  on	  
subjective	  logic,	  hence,	  no	  definite	  conclusions	  can	  be	  drawn’	  (Kumar,	  1999:	  139)	  there	  will	  always	  
be	  questions	  as	  to	  measuring	  the	  inter-­‐coding	  reliability	  of	  the	  research	  as	  an	  instrument.	  Through	  
highlighting	  above	  the	  key	  points	  of	  qualitative	  evaluation	  the	  aim	  is	  to	  provide	  further	  clarity	  on	  
how	  the	  texts	  were	  examined.	  
	   The	  intensification	  of	  the	  spectacle	  throughout	  Most	  Haunted’s	  production	  run	  is	  an	  
important	  part	  of	  understanding	  the	  nature	  of	  Spiritualism’s	  transformation	  from	  a	  theological	  
discourse	  to	  a	  media	  spectacle.	  The	  textual	  analysis	  will	  be	  accompanied	  by	  some	  quantitative	  data	  
which	  charts	  the	  number	  of	  reported	  spirit	  contacts,	  that	  is	  to	  say,	  the	  exact	  number	  of	  times	  a	  
medium	  /	  presenter	  is	  cited	  as	  interacting	  with	  a	  spirit	  entity	  within	  Most	  Haunted.	  Numeric	  data	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
16	  Whilst	  not	  all	  of	  these	  factors	  will	  be	  present	  or	  relevant	  when	  qualitatively	  analysing	  certain	  
research	  material,	  these	  are	  the	  general	  areas	  of	  critique.	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will	  be	  collected	  from	  a	  selection	  of	  five	  Most	  Haunted	  programmes	  from	  the	  first	  series,	  two	  
episodes	  from	  Series	  Five,	  Series	  Seven	  and	  Series	  Nine,	  and	  five	  programmes	  from	  Series	  Fourteen.	  
This	  will	  provide	  detail	  in	  understanding	  the	  importance	  of	  the	  spirit	  as	  spectacle,	  and	  any	  increases	  
will	  provide	  more	  data	  to	  understand	  the	  shift	  to	  heightened	  spectacle	  and	  how	  it	  is	  occurring.	  
	   While	  the	  overriding	  analysis	  within	  this	  chapter	  is	  perfomed	  through	  a	  textual	  analysis,	  the	  
quantitative	  data	  informs	  the	  way	  the	  spectacle	  itself	  can	  be	  created	  just	  through	  the	  possibility	  of	  a	  
spirit	  encounter,	  as	  measured	  by	  the	  number	  of	  occurrences.	  Just	  the	  mere	  mention	  that	  there	  may	  
be	  paranormal	  activities	  going	  on	  provides	  a	  level	  of	  spectacle.	  Suggestion	  of	  a	  haunted	  location	  or	  
providing	  anecdotal	  evidence	  of	  paranormal	  activity	  itself	  is	  offering	  a	  level	  of	  excitement	  and	  
intrigue	  to	  the	  audience	  and	  in	  doing	  so	  is	  offering	  a	  level	  of	  spectacular.	  This	  qualitative	  research	  
will	  therefore	  be	  framed	  by	  the	  possibility	  that	  spectacle	  can	  be	  created	  through	  even	  the	  possibility	  
of	  a	  spirit	  encounter	  and	  will	  seek	  to	  define	  the	  levels	  of	  spectacle	  being	  created	  and	  draw	  out	  the	  
ways	  it	  is	  created	  on-­‐screen.	  A	  breakdown	  of	  narrative	  staging	  alongside	  data	  of	  rising	  interactions	  
with	  spirit	  offers	  evidence	  as	  to	  further	  shifts	  away	  from	  doctrinal	  forms	  of	  Spiritualist	  belief,	  
revealing	  how	  the	  Most	  Haunted	  narrative	  relies	  on	  specific	  frames	  of	  reference	  that	  have	  been	  
appropriated	  from	  the	  Spiritualist	  belief	  system	  simultaniously	  repackaging	  them	  to	  create	  suspense	  
and	  drama.	  
	   As	  the	  Most	  Haunted	  texts	  under	  examination	  can	  be	  reviewed	  several	  times	  and	  are	  not	  
subject	  to	  the	  human	  element,	  the	  research	  is	  unobtrusive	  in	  nature.	  Crossman	  highlights	  the	  
usefulness	  of	  quantitative	  research	  conducted	  in	  this	  way:	  
	  
in	  research,	  an	  unobtrusive	  measure	  is	  a	  method	  of	  making	  observations	  without	  the	  
knowledge	  of	  those	  being	  observed.	  Unobtrusive	  measures	  are	  designed	  to	  minimize	  a	  major	  
problem	  in	  social	  research,	  which	  is	  how	  a	  subject’s	  awareness	  of	  the	  research	  project	  affects	  
behaviour	  and	  distorts	  research	  results	  (2014).	  
	  
This	  reinforces	  the	  advantages	  of	  this	  method	  of	  textual	  analysis,	  which	  reduces	  generalisations	  and	  
extraneous	  results,	  and	  will	  offer	  a	  clear	  set	  of	  data	  for	  each	  series	  of	  Most	  Haunted	  to	  draw	  




The	  Sampling	  of	  Most	  Haunted	  for	  Analysis	  
	  
The	  sample	  of	  Most	  Haunted	  that	  was	  analysed	  was:	  
	  
Series	  One,	  Episodes	  1	  –	  5	  
Series	  Five,	  Episodes	  8,	  10	  
Series	  Seven,	  Episodes	  1,	  6	  
Series	  Nine,	  Episodes	  5,	  16	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Series	  Fourteen,	  Episodes	  2,	  4,	  5	  ,6,	  7.	  
	  
One	  of	  the	  key	  areas	  when	  performing	  qualitative	  analysis	  is	  representativeness,	  it	  is	  important	  that	  
the	  texts	  in	  the	  sample	  all	  represent	  the	  specific	  area	  being	  researched.	  In	  this	  case,	  Most	  Haunted	  is	  
the	  definitive	  text	  for	  presenting	  Spiritualism	  within	  the	  media;	  what	  is	  significant	  about	  the	  show	  is	  
the	  breadth	  of	  Spitiaulist	  practices	  that	  are	  engaged	  with	  by	  the	  team,	  from	  spirit	  communication	  
through	  a	  medium	  to	  séances,	  table	  tipping,	  calling	  out,	  Ouija	  and	  dowsing,	  and	  this	  is	  coupled	  with	  
the	  fact	  that	  it	  attracted	  more	  audience	  figures	  than	  any	  other	  paranormal	  programme	  between	  
2002	  and	  2010.	  An	  additional	  strength	  of	  the	  sample	  is	  that	  all	  texts	  are	  from	  the	  same	  show,	  thus	  
the	  focus	  on	  tracing	  the	  spectaclarisation	  of	  Spiritualism	  can	  be	  maintained	  within	  the	  structure	  of	  
one	  programme	  rather	  than	  a	  range	  of	  differing	  productions.	  
	   The	  Most	  Haunted	  programmes	  under	  discussion	  in	  the	  textual	  analysis	  were	  chosen	  for	  two	  
specific	  reasons,	  firstly	  to	  draw	  from	  a	  range	  of	  episodes	  from	  across	  the	  production	  time	  period.	  It	  
was	  deemed	  important	  to	  perform	  textual	  analysis	  on	  a	  larger	  number	  of	  episodes	  from	  the	  
beginning	  of	  the	  programme	  run	  and	  the	  latter	  stages	  to	  provide	  detail	  of	  shifts	  in	  spectacle	  
between	  2002	  and	  2010,	  hense	  analysis	  of	  five	  episodes	  of	  Series	  One	  and	  Series	  Fourteen.	  The	  
second	  criteria	  for	  inclusion	  in	  the	  sample	  were	  changes	  within	  the	  Most	  Haunted	  team,	  for	  example	  
the	  inclusion	  of	  a	  second	  medium,	  historian	  or	  a	  celebrity	  guest.	  The	  team	  dynamic	  is	  an	  important	  
part	  of	  the	  narrative	  structure	  of	  the	  programme	  and	  provides	  a	  useful	  way	  in	  which	  to	  interpret	  
changes	  to	  the	  prioritisation	  of	  the	  spectacular.	  
	   An	  explanation	  of	  the	  exact	  changes	  to	  the	  crew	  on	  the	  different	  episodes	  further	  clarifies	  
the	  reasoning	  for	  episode	  selection	  within	  the	  analysis.	  During	  Series	  One	  the	  team	  are	  relatively	  
constant:	  Fielding	  as	  the	  presenter,	  the	  Producer	  (Beattie)	  a	  paranormal	  investigator	  (Karl),	  the	  
medium	  (Acorah),	  a	  cameramen	  and	  sound	  crew,	  a	  Director	  and	  a	  make-­‐up	  team	  member.	  	  	  
By	  Series	  Five	  Episode	  8,	  The	  Black	  Swan,	  Devizes,	  new	  team	  members	  include	  
parapsychologist	  Dr	  Ciaran	  o'Keeffe,	  a	  psychic	  artist	  Brain	  Sheppard,	  alongside	  the	  owners	  of	  the	  
location	  being	  present	  for	  the	  whole	  duration	  of	  the	  investigation.	  Series	  Five,	  Episode	  10,	  The	  
Chough,	  adds	  to	  the	  line-­‐up	  on-­‐screen	  with	  historian	  Richard	  Felix	  and	  guest	  Dr	  David	  Bull17.	  There	  is	  
also	  an	  additional	  medium,	  Ian	  Lorman.	  	  
	   Series	  Seven,	  Episode	  1,	  Lower	  Southwood	  Cottages	  is	  the	  only	  private	  dwelling	  investigated	  
by	  the	  team	  and	  offes	  a	  new	  Spiritualist	  medium	  dynamic	  with	  two,	  David	  Wells	  and	  Gordon	  Smith,	  
replacing	  Acorah,	  there	  is	  also	  an	  emerging	  dynamic	  between	  the	  producer	  Beattie	  and	  cameraman	  
Stewart	  Torevell,	  who	  will	  often	  split	  from	  the	  group	  to	  perform	  their	  own	  investigations.	  Series	  
Seven	  Episode	  6,	  Mains	  Hall,	  Blackpool,	  echoes	  the	  team	  dynamic	  but	  is	  included	  in	  the	  sample	  to	  
broaden	  the	  analysis	  of	  the	  two	  Spiritualist	  mediums	  on	  the	  narrative	  structure	  of	  the	  programme.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
17	  Dr	  David	  Bull	  is	  presenter	  of	  the	  Most	  Haunted	  Live	  programmes.	  
 54	  
	   Series	  Nine,	  Episode	  5,	  Alton	  Towers,	  is	  absent	  of	  the	  second	  medium	  (Smith).	  This	  was	  also	  
selected	  for	  the	  location	  of	  the	  investigation	  in	  a	  theme	  park,	  synonymous	  with	  creating	  a	  
spectacular	  experience.	  Series	  Nine,	  Episode	  16,	  Hever	  Castle,	  features	  the	  addition	  of	  a	  guest	  
medium,	  Johnnie	  Fiori	  alongside	  Wells.	  Make-­‐up	  lady	  Cath	  Howe	  becomes	  more	  prominent	  within	  
the	  team	  dynamic,	  participating	  in	  more	  of	  the	  investigaions.	  
	   By	  Series	  Fourteen	  a	  new	  historian,	  Lesley	  Smith,	  has	  joined	  the	  team,	  alongside	  a	  new	  
Spiritualist	  medium	  Chris	  Conway.	  The	  five	  episodes	  in	  this	  series	  were	  chosen	  as	  a	  fair	  
representation	  of	  the	  team	  while	  acknowledging	  any	  individual	  changes,	  for	  example,	  in	  Episode	  5,	  
The	  Woods,	  medium	  Conway	  is	  absent	  while	  there	  is	  the	  inclusion	  of	  Spiritualist	  medium	  Patrick	  
Matthews.	  The	  team	  dynamic	  is	  important	  when	  textually	  analysing	  the	  narrative	  stages,	  particularly	  
how	  team	  members	  are	  framed	  and	  prioritised	  within	  certain	  areas	  of	  the	  narrative	  staging	  of	  
events	  taking	  place	  within	  the	  programme.	  
	  
Researching	  Spiritualism	  
There	  are	  clear	  advantages	  of	  conducting	  this	  research	  within	  the	  framework	  of	  qualitative	  data	  
collection	  and	  analysis;	  for	  example	  key	  media	  texts	  can	  be	  analysed	  using	  the	  same	  criteria	  
highlighted	  earlier,	  offering	  a	  consistent	  approach	  using	  this	  technique.	  The	  overriding	  advantage	  of	  
qualitative	  research	  is	  the	  ability	  to	  offer	  contextual	  understanding	  (Jensen	  and	  Jankowski,	  1991:	  
156)	  and	  a	  far	  more	  detailed	  approach	  to	  specific	  areas	  such	  as,	  in	  this	  study,	  production	  stylistics	  
and	  audience	  interpretations	  of	  the	  texts.	  	  
	   The	  analysis	  was	  conducted	  through	  a	  conventional	  textual	  analysis	  approach.	  Hsieh	  and	  
Shannon	  articulate	  the	  approach	  as	  ‘a	  research	  method	  for	  the	  subjective	  interpretation	  of	  the	  
content	  of	  text	  data	  through	  the	  systematic	  classification	  process	  of	  coding	  and	  identifying	  themes	  
or	  patterns’	  (2005:	  1278).	  The	  strengths	  of	  using	  textual	  analysis	  are	  that	  the	  large	  number	  of	  texts	  
can	  be	  researched	  and	  categorised	  efficiently.	  This	  means	  that	  key	  methods	  of	  textual	  analysis	  being	  
employed	  across	  all	  the	  texts	  being	  examined	  are	  constant,	  and,	  therefore,	  efficient.	  This	  approach	  
can	  also	  quantify	  qualitative	  data,	  in	  that	  numbers	  can	  be	  taken	  of	  specific	  events	  or	  actions	  
contained	  within	  the	  research	  texts.	  McKee	  argues	  that	  while	  statistics	  and	  numbers	  have	  a	  greater	  
perceived	  truth	  value	  (2003:	  128),	  qualitative	  research	  can	  offer	  up	  just	  as	  much	  truth	  and	  
understanding	  about	  events,	  and	  in	  relation	  to	  this	  study,	  more	  research	  can	  be	  performed	  
qualitatively	  due	  to	  the	  nature	  of	  frame	  analysis	  and	  the	  meanings	  created	  for	  the	  audience,	  which	  




Reflexive	  Positioning	  within	  the	  Research	  of	  Spiritualism	  
	  
I’ve	  encountered	  numerous	  Spiritualist	  experiences	  within	  the	  last	  eighteen	  years,	  from	  first	  hand	  
participation	  in	  Spiritualist	  churches,	  one-­‐on-­‐one	  readings	  from	  Spiritualist	  mediums,	  and	  attending	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ghost	  hunts.	  I	  have	  also	  been	  an	  audience	  member,	  viewing	  ghost	  hunting	  television	  programmes,	  
where	  I	  have	  witnessed	  a	  growth	  in	  media	  representations	  of	  Spiritualism.	  It	  is	  this	  mass	  media	  
explosion	  of	  Spiritualism	  coupled	  with	  a	  perceived	  construction	  of	  a	  media	  orchestration	  of	  
Spiritualist	  representations,	  I	  believe	  is	  worthy	  of	  research.	  
	   The	  limitations	  of	  using	  qualitative	  research	  methods	  are	  that	  the	  analysis	  is	  guided	  by	  a	  
level	  of	  this	  subjectivity	  noted	  above	  that	  could	  lead	  to	  misrepresentation	  and	  misrepresentation	  of	  
the	  data.	  Ratner	  views	  this	  acknowledgement	  of	  personal	  subjectivity	  as	  a	  strength	  in	  the	  research	  
process,	  stating	  that	  'one	  of	  the	  advantages	  of	  recognizing	  subjectivity	  is	  to	  reflect	  on	  whether	  it	  
facilitates	  or	  impedes	  objective	  comprehension.	  Distorting	  values	  can	  then	  be	  replaced	  by	  values	  
that	  enhance	  objectivity'	  (2002).	  This	  is	  how	  I	  view	  my	  approach	  to	  this	  study	  with	  an	  understanding	  
of	  my	  subjectivity,	  which	  can	  be	  utilised	  to	  further	  analyse	  the	  research	  in	  an	  objective	  fashion.	  
	   Another	  weakness	  of	  this	  qualitative	  approach	  is	  that	  the	  data	  being	  analysed	  has	  to	  be	  
representative	  of	  the	  area	  being	  researched.	  If	  not	  this	  will	  produce	  inaccurate	  understandings	  of	  
the	  field	  of	  research.	  When	  looking	  at	  other	  potential	  weaknesses	  of	  qualitative	  research,	  the	  kind	  of	  
variables	  within	  this	  research	  method	  that	  may	  have	  an	  impact	  are	  the	  number	  of	  texts	  analysed	  
that	  feature	  contemporary	  Spiritualism.	  It	  is	  possible	  that	  one	  or	  several	  important	  areas	  are	  
omitted	  from	  the	  data	  collection,	  obviously	  the	  aim	  of	  this	  research	  study	  is	  to	  be	  as	  thorough	  as	  
possible,	  but	  this	  is	  always	  a	  chance	  when	  undergoing	  qualitative	  data	  research	  that	  this	  may	  occur.	  	  
	   In	  great	  detail,	  this	  chapter	  has	  introduced	  and	  discussed	  the	  existing	  literature	  in	  the	  field	  
and	  laid	  out	  the	  methodological	  processes	  that	  have	  guided	  analysis	  and	  developed	  theory	  within	  
this	  study.	  	  It	  is	  the	  contemporary	  Spiritualist	  experience	  that	  is	  at	  the	  heart	  of	  this	  enquiry	  and	  the	  
representation	  of	  Spiritualism,	  provided	  through	  the	  media,	  which	  offers	  the	  landscape	  that	  this	  
research	  is	  located	  in.	  The	  importance	  of	  Baudrillard	  and	  other	  contemporary	  thinkers	  regarding	  the	  
media	  and	  its	  construction	  of	  meaning	  for	  the	  audience	  constitutes	  this	  research’s	  theoretical	  
approaches	  to	  understanding	  Spiritualism	  as	  a	  media	  spectacle.	  	  Discussions	  of	  the	  performance	  and	  
gender	  of	  the	  media	  medium	  and	  the	  staging	  of	  the	  spectacle	  provides	  further	  understandings	  of	  the	  
importance	  of	  the	  media	  traditions,	  and	  the	  overall	  look	  and	  style	  of	  media	  Spiritualism.	  The	  textual	  
analysis	  of	  Most	  Haunted	  forms	  a	  critical	  part	  of	  the	  research	  into	  Spiritualism’s	  transformation	  to	  a	  
media	  spectacle,	  the	  specific	  methodological	  processes	  employed	  in	  the	  sampling	  of	  texts	  and	  
textual	  analysis	  itself	  have	  been	  unpacked	  highlighting	  the	  thematic	  and	  frame	  analysis	  that	  are	  
applied	  to	  the	  selection.	  Finally,	  the	  importance	  of	  a	  qualitative	  approach	  to	  the	  study	  is	  discussed,	  
highlighting	  the	  consistency	  and	  accuracy	  that	  can	  be	  gained	  through	  this	  form	  of	  analysis.	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Chapter	  2	  -­‐	  Theorising	  Spiritualism	  as	  a	  Technological	  Simulation	  –	  The	  New	  Spiritual	  Space	  
Dynamic?	  
The	  Contemporary	  Landscape	  of	  Media	  and	  Consumption	  
This	  chapter	  seeks	  to	  consider	  the	  ways	  in	  which	  Spiritualism	  is	  represented	  within	  the	  
contemporary	  media,	  specifically	  within	  the	  paranormal	  television	  programme;	  and	  how	  through	  the	  
media's	  technological	  framework,	  areas	  of	  both	  production	  and	  audience	  interpretation	  have	  
opened	  up	  a	  new	  area	  within	  the	  media,	  a	  space	  that	  has	  assisted	  the	  transformation	  of	  Spiritualism	  
from	  a	  traditional	  theological	  discourse,	  in	  a	  real	  setting,	  to	  one	  that	  is	  constructed	  and	  mediated	  
through	  contemporary	  understandings	  of	  technology	  and	  media	  spectacle.	  To	  further	  understand	  
media	  technology’s	  importance	  in	  facilitating	  the	  transformation,	  a	  more	  detailed	  analysis	  of	  
technological	  form	  itself	  is	  important.	  Technology	  acts	  as	  a	  powerful	  and	  influential	  force	  within	  
twenty-­‐first	  century	  society,	  and	  can	  be	  theorised	  as	  a	  phenomenon	  both	  in	  physical	  sense,	  with	  
objects	  performing	  tasks	  that	  would	  have	  been	  incomprehensible	  50	  years	  ago	  (exemplified	  by	  the	  
mobile	  phone)	  and	  a	  conceptual	  sense	  in	  the	  way	  technology	  forces	  people	  to	  interact	  and	  negotiate	  
new	  meanings	  presented	  through	  contemporary	  paradigms	  of	  communication	  such	  as	  television,	  
new	  media	  and	  other	  devices	  that	  enable	  interaction	  outside	  of	  the	  traditional	  first-­‐person	  sense.	  	  
	   Technology	  has	  arguably	  changed	  contemporary	  society	  in	  various	  different	  ways,	  with	  
individuals	  having	  to	  adopt	  new	  ways	  of	  framing	  what	  is	  being	  presented	  to	  them.	  One	  example	  of	  
the	  most	  obvious	  shifts	  in	  interaction	  and	  consumption	  through	  technological	  advance	  within	  the	  
last	  15	  years	  is	  illustrated	  through	  the	  launch	  of	  mp3	  player.	  This	  revolutionary	  device	  has	  changed	  
how	  contemporary	  society	  both	  consumes	  and	  understands	  the	  meaning	  of	  music	  and	  its	  
ownership.	  It	  is	  now	  possible	  to	  store	  your	  entire	  music	  collection	  on	  a	  small	  music	  device,	  which	  
you	  can	  consume	  any	  time,	  anywhere.	  It	  is	  easy	  to	  see	  here	  how	  music	  has	  taken	  on	  a	  personal	  
experience	  rather	  than	  a	  communal	  one	  where	  previously	  music	  was	  publicly	  shared	  among	  friends,	  
all	  listening	  to	  the	  same	  record.	  Here	  we	  can	  see	  a	  social	  shift	  which	  has	  seen	  the	  physical	  record	  or	  
CD	  change	  into	  something	  that	  occupies	  a	  virtual	  space,	  a	  file	  that	  has	  no	  physicality,	  existing	  in	  
cyberspace	  and	  only	  relatable	  to	  the	  computer	  or	  music	  playing	  device	  that	  that	  file	  is	  located	  on.	  
	   This	  illustrates	  a	  clear	  shift	  in	  contemporary	  methods	  of	  consumption	  through	  technology	  
and	  the	  meanings	  and	  value	  that	  is	  being	  placed	  on	  digital	  content.	  Production	  of	  technology	  and	  its	  
populist	  appropriation	  now	  governs	  how	  people	  interact	  and	  enjoy	  music,	  films,	  books	  and	  other	  
digital	  productions.	  The	  way	  in	  which	  the	  audience	  relates	  to	  and	  understands	  content	  such	  as	  music	  
on	  a	  digital	  mp3	  device	  is	  useful	  to	  grapple	  further	  with	  the	  thinking	  behind	  how	  the	  way	  consumers	  
interact	  with	  a	  media	  product	  (in	  this	  case	  music)	  is	  different	  to	  previous	  forms	  of	  physical	  content.	  
This	  shifting	  set	  of	  meanings	  and	  value	  is	  not	  exclusive	  to	  the	  music	  industry;	  technology	  is	  having	  a	  
similar	  effect	  on	  how	  contemporary	  audiences	  interact	  and	  gain	  meaning	  from	  the	  internet,	  films	  
and	  television.	  This	  shifting	  culture	  of	  how	  audiences	  view	  what	  is	  ‘on	  the	  box’	  is	  critical	  to	  the	  ways	  
in	  which	  Spiritualism	  within	  Britain	  today	  is	  being	  shaped	  and	  represented	  through	  these	  advancing	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technological	  methods	  of	  consumption.	  It	  is	  this	  kind	  of	  shift	  in	  the	  meaning	  and	  consumption	  
through	  new	  technological	  advancements	  that	  has	  a	  bearing	  on	  transformation	  of	  meanings	  when	  
looking	  at	  the	  consumption	  of	  Spiritualism	  through	  technology	  such	  as	  broadcast	  media,	  or	  the	  
internet.	  
	   To	  draw	  parallels	  between	  the	  consumption	  of	  music	  (or	  digital	  content)	  in	  contemporary	  
Britain	  and	  Spiritualism	  it	  is	  first	  important	  to	  analyse	  the	  mp3	  culture	  as	  a	  framework	  for	  
consumption,	  and	  look	  at	  how	  technology	  has	  changed	  and	  shaped	  this.	  Drawing	  on	  digital	  music	  
example,	  prior	  to	  the	  mp3	  player,	  people	  would	  consume	  music	  in	  a	  very	  different	  way;	  the	  
meanings	  that	  are	  generated	  through	  purchasing	  and	  consuming	  music	  have	  changed.	  People	  no	  
longer	  associate	  music	  as	  a	  physical	  record,	  which	  you	  would	  have	  to	  play	  on	  a	  record	  player.	  There	  
is	  also	  the	  element	  of	  the	  actual	  experience	  of	  travelling	  to	  the	  record	  shop	  and	  making	  the	  
purchase,	  all	  adding	  to	  a	  more	  genuine	  and	  tangible	  experience.	  This	  shift	  from	  the	  physical	  record	  
or	  CD	  to	  the	  non-­‐physical	  attributes	  of	  the	  data	  file	  or	  mp3	  has	  a	  huge	  impact	  on	  the	  meaning	  and	  
expectation	  for	  the	  consumer,	  and	  how	  they	  interact	  with	  it	  as	  an	  end	  product.	  
	   Katz	  asserts	  that	  music	  is	  non-­‐rivalrous,	  in	  that,	  unlike	  something	  with	  a	  physical	  presence	  it	  
cannot	  be	  owned,	  or	  taken	  away.	  Katz	  argues	  that:	  
	  
most	  physical	  objects	  are	  rivalrous,	  if	  I	  eat	  a	  sandwich,	  no	  one	  else	  can	  eat	  it;	  If	  I	  build	  a	  house	  
on	  a	  parcel	  of	  land,	  or	  even	  if	  I	  am	  simply	  standing	  on	  it,	  I	  am	  restricting	  it's	  use	  by	  others	  
(2010:	  183).	  	  
	  
Whilst	  Katz	  is	  referring	  to	  music,	  the	  fundamental	  principle	  regarding	  technology	  and	  senses	  of	  
ownership	  are	  the	  same.	  Whereas	  once	  an	  individual	  would	  have	  to	  interact	  with	  a	  tangible	  object	  
and	  experience	  it	  in	  person,	  within	  today’s	  technology	  this	  idea	  is	  turned	  on	  its	  head.	  The	  physical	  
object	  or	  experience	  in	  first	  person	  is	  no	  longer	  mandatory,	  the	  digital	  experience	  can	  be	  broadcast,	  
downloaded	  and	  streamed	  for	  one	  or	  many	  people	  to	  experience	  in	  the	  same	  room,	  or	  at	  distance	  in	  
different	  continents	  around	  the	  world	  at	  the	  same	  time	  or	  at	  a	  time	  of	  their	  choosing.	  	  
	   Derrida	  picks	  up	  on	  the	  significance	  of	  technological	  developments	  in	  relation	  to	  audience	  
experience	  and	  meaning	  in	  Echographies	  of	  Television,	  arguing	  that:	  
	  
once	  something	  has	  been	  recorded,	  it	  can	  be	  repeated	  an	  incalculable	  number	  of	  times.	  An	  
extraordinarily	  extended	  technical	  reproducibility	  serves	  to	  mimic	  living	  flux…when	  we	  watch	  
television,	  we	  have	  the	  impression	  that	  something	  is	  happening	  only	  once:	  this	  is	  not	  going	  to	  
happen	  again,	  we	  think,	  it	  is	  “living,”	  live,	  real	  time,	  whereas	  we	  also	  know,	  on	  the	  other	  hand,	  
it	  is	  being	  produced	  by	  the	  strongest,	  the	  most	  sophisticated	  repetition	  machines	  (2002:	  89).	  
	  
Here	  Derrida	  unpacks	  the	  nature	  of	  technology	  as	  a	  simulation	  of	  the	  real,	  arguing	  that	  a	  genuine	  
experience	  is	  unique.	  New	  technological	  forms	  might	  appear	  to	  synthesize	  the	  genuine,	  however	  
they	  can	  be	  replicated,	  unlike	  the	  real,	  further	  removing	  audiences	  from	  the	  original	  experience	  and	  
meaning.	  The	  rise	  of	  Spiritualist	  television	  programmes	  that	  seek	  to	  offer	  examples	  of	  ghosts	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captured	  on	  tape,	  diegetic	  sounds	  of	  spirit	  communications	  such	  as	  tapping	  et	  al.	  all	  fall	  into	  this	  
category	  that	  Derrida	  theorises,	  these	  are	  all	  replicable	  through	  technological	  recordings.	  This	  has	  
huge	  implications,	  technological	  broadcasts	  offer	  a	  passive	  ‘experience’	  that	  is	  no	  longer	  tangible	  
and	  meaningful	  in	  terms	  of	  a	  tradition	  experience,	  but	  more	  as	  a	  concept	  or	  a	  space	  that	  cannot	  be	  
accessed	  or	  owned	  in	  a	  physical	  sense.	  In	  this	  environment,	  the	  whole	  experience	  becomes	  
ephemeral,	  where	  the	  genuine	  product	  and	  the	  experience	  of	  it	  becoming	  further	  apart.	  
	   With	  the	  ability	  to	  download	  data,	  be	  that	  films,	  music	  or	  literature,	  the	  experience,	  and	  
what	  it	  means	  is	  transformed	  from	  a	  first	  person	  ‘hands	  on’	  approach	  to	  one	  at	  distance,	  a	  fleeting	  
ephemeral	  moment	  involving	  little	  emotional	  engagement.	  Linking	  this	  back	  to	  notions	  of	  
contemporary	  Spiritualism,	  a	  first	  person	  experience	  of	  a	  Spiritualist	  circle	  or	  séance	  prior	  to	  cable	  
television	  digitisation	  and	  the	  internet,	  holds	  a	  very	  different	  set	  of	  values	  and	  experiences	  for	  those	  
taking	  part.	  Skultans	  examines	  the	  first	  person	  experience	  of	  attending	  Spiritualist	  circles	  and	  
séances,	  with	  detailed	  accounts	  of	  exchanges	  between	  the	  mediums	  and	  the	  sitters.	  This	  account	  
offers	  a	  very	  personal	  experience,	  where	  an	  example	  of	  a	  typical	  exchange	  is:	  ‘did	  anyone	  know	  of	  a	  
Bill	  Harris	  who	  had	  passed	  to	  spirit?	  A	  lady	  sitting	  in	  the	  front	  row	  claimed	  to	  know	  him.	  Did	  he	  have	  
a	  little	  moustache	  and	  a	  twinkle	  in	  his	  eye?	  Yes,	  that’s	  him’	  (1974:	  17).	  In	  this	  sense	  personal	  
experiences	  are	  mediated	  through	  both	  the	  medium	  and	  the	  sitter.	  	  Wooffitt	  lays	  the	  theoretical	  
foundations	  for	  theorising	  personal	  experiences	  with	  mediums,	  providing	  a	  conversation	  analysis	  of	  
the	  medium–sitter	  interaction	  and	  how	  they	  work	  together	  to	  certify	  the	  authenticity	  of	  the	  
Spiritualist	  reading	  (2006:	  186).	  This	  work	  again	  analyses	  a	  personal	  first	  hand	  experience.	  Placing	  
this	  back	  into	  the	  earlier	  music	  analogy,	  this	  is	  the	  vinyl	  record	  approach,	  one	  that	  very	  much	  
requires	  ‘being	  there’.	  In	  juxtaposition	  Ryan’s	  doctoral	  thesis	  work	  documents	  the	  rise	  of	  the	  online	  
spiritualities,	  largely	  psychic	  readings	  and	  groups	  that	  share	  similar	  interests,	  Ryan	  argues	  that	  the	  
internet:	  
	  
provides	  opportunities	  to	  network	  and	  communicate	  with	  others	  who	  share	  similar	  interests.	  
In	  line	  with	  the	  characteristics	  of	  the	  wider	  celtic	  milieu,	  the	  Internet	  affords	  the	  opportunity	  
for	  people	  to	  become	  less	  ignorant	  about	  other	  cultures,	  religions	  and	  practices	  (2012:	  31).	  
	  
Ryan’s	  thesis	  suggests	  that	  new	  technology	  and	  the	  resulting	  new	  media	  represents	  a	  positive	  place	  
for	  spiritual	  communications,	  a	  place	  to	  network	  and	  gain	  information.	  What	  should	  be	  noted	  is	  that	  
the	  audiences	  for	  the	  websites	  and	  online	  content	  that	  are	  the	  focus	  of	  Ryan’s	  study,	  consist	  largely	  
of	  people	  who	  already	  have	  experienced	  episodes	  of	  Spiritualism	  and	  are	  searching	  for	  more	  
information	  or	  spiritual	  growth,	  and	  the	  websites	  are	  not	  necessarily	  being	  presented	  to	  a	  populist	  
audience	  such	  as	  the	  programmes	  that	  feature	  Spiritualism	  like	  Most	  Haunted	  and	  Dead	  Famous.	  
Despite	  Ryan’s	  positive	  view	  of	  the	  online	  experience	  of	  spiritualities,	  new	  technology	  and	  its	  lack	  of	  
first	  person	  experience	  has	  given	  rise	  to	  arguments	  among	  media	  scholars	  around	  the	  importance	  of	  
meanings	  and	  experiences	  that	  are	  generated	  through	  technology	  and	  new	  media.	  Scholars	  such	  as	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Herrmann	  (2000)	  Darley	  (2000)	  and	  Kellner	  (2003)	  have	  argued	  that	  these	  media	  experiences	  are	  
given	  less	  validity	  or	  consideration	  by	  an	  audience	  who	  see	  their	  value	  in	  line	  with	  debates	  around	  a	  
throwaway	  culture.	  	  
	   Whiteley	  contributes	  to	  this	  body	  of	  work	  on	  the	  throwaway	  culture	  arguing	  that	  the	  growth	  
of	  mass	  media	  and	  the	  changing	  values	  of	  society	  regarding	  products	  and	  experiences	  such	  as	  
watching	  television	  and	  listening	  to	  the	  radio	  places	  these	  events	  as	  something	  of	  little	  considered	  
worth	  and	  disposable,	  along	  with	  any	  meaning	  and	  any	  cognitive	  learning	  from	  the	  event.	  Whiteley	  
remarks	  that	  consumerism	  through	  mass	  media	  is	  linked	  to	  fashions	  and	  keeping	  up	  with	  trends.	  
This	  again	  reaffirms	  notions	  that	  technology	  has	  shifted	  experiences	  away	  from	  something	  
meaningful	  and	  experiential	  toward	  something	  that	  is	  disposable	  and	  frivolous	  (1987:	  3).	  	  
	   Through	  contextualising	  the	  contemporary	  individual	  in	  relation	  to	  technological	  
developments	  and	  relationships	  between	  the	  producer	  and	  the	  consumer	  we	  are	  building	  a	  picture	  
of	  a	  very	  different	  experience	  from	  that	  of	  a	  first	  person	  scenario	  where	  the	  product	  or	  concept	  is	  
being	  actively	  engaged	  with	  by	  the	  individual.	  Further	  analysis	  of	  how	  the	  consumer	  in	  
contemporary	  digitised	  Britain	  is	  becoming	  detached	  in	  relation	  to	  the	  original	  event	  is	  important,	  
particularly	  in	  relation	  to	  the	  representation	  of	  Spiritualism.	  
	  
Spiritualism	  and	  Broadcast	  Technology	  
Traditional	  discourses	  of	  Spiritualism	  are	  not	  mutually	  exclusive	  from	  technological	  progress.	  Sconce	  
(2000)	  illuminates	  the	  strong	  links	  between	  notions	  of	  the	  development	  in	  telecommunications,	  
wireless	  communication	  and	  more	  broadly	  electricity	  to	  communicate	  with	  the	  disembodied	  soul.	  
Discussions	  linking	  early	  modern	  Spiritualism	  and	  developments	  in	  technology	  are	  located	  in	  Doyle’s	  
The	  History	  of	  Spiritualism.	  He	  uses	  the	  notion	  of	  cable	  telegraphy	  as	  a	  framework	  for	  theorising	  a	  
medium’s	  communication	  with	  spirit	  (1926:	  27).	  Waters	  articulates	  the	  nuances	  of	  early	  
Spiritualism’s	  relationship	  with	  the	  sciences	  and	  technology:	  
	  
early	  spiritualists	  understood	  their	  experiences	  in	  relation	  to	  a	  Victorian	  and	  turn-­‐of-­‐the-­‐
century	  enthusiasm	  for	  the	  beginnings	  of	  modern	  technological	  change.	  In	  consequence,	  
spiritualist	  and	  scientific	  discourses	  were	  often	  involved	  in	  some	  rather	  alarming	  collisions	  —	  
as	  when	  the	  Earl	  of	  Dunraven	  claimed	  that	  the	  “volley	  of	  taps”	  audible	  at	  the	  start	  of	  a	  séance	  
was	  the	  sound	  of	  “a	  spirit	  discharging	  the	  electricity,	  to	  equalize	  the	  current”	  (1997:	  423).	  
	  
It	  is	  therefore	  not	  surprising	  that	  the	  nature	  of	  the	  medium’s	  position	  as	  a	  communicator	  between	  
the	  living	  world	  and	  the	  dead	  opened	  up	  comparisons	  to	  messages	  being	  sent	  over	  the	  newly	  
developed	  telecommunication	  technology.	  Waters	  comments	  on	  the	  contemporary	  technological	  




a	  new	  dimension:	  the	  space	  of	  information.	  This	  proliferating	  multidimensional	  space	  is	  
virtual…How	  powerfully	  we	  engage	  this	  information	  space	  depends	  on	  how	  powerfully	  we	  
both	  manipulate	  and	  inhabit	  these	  representations,	  these	  phantasms	  ghosting	  the	  interface	  
(Waters,	  1997:	  414).	  	  
	  
This	  virtual	  space	  that	  is	  theorised	  is	  the	  contemporary	  media	  space	  that	  has	  now	  become	  inhabited	  
by	  phantasms.	  The	  contemporary	  ghost	  show’s	  spectres	  are	  now	  ‘haunting’	  the	  modern	  broadcast	  
media.	  	  
	   The	  media,	  notably	  television	  has	  proved	  to	  be	  a	  successful	  platform	  for	  a	  lot	  of	  
contemporary	  demonstrations	  of	  Spiritualism.	  While	  television	  and	  radio	  are	  not	  new	  technological	  
phenomenon	  in	  themselves,	  it	  is	  the	  processes	  and	  production	  methods	  used	  by	  these	  technologies	  
that	  serve	  to	  virtualise	  and	  simulate	  the	  representation	  of	  Spiritualism	  when	  broadcast	  that	  is	  
significant	  when	  drawing	  out	  the	  transformation	  of	  Spiritualism	  to	  a	  media	  spectacle.	  
	   Television	  and	  radio	  have	  played	  a	  large	  part	  in	  shaping	  the	  way	  in	  which	  people	  interact,	  
not	  only	  with	  others	  and	  their	  surroundings	  but	  also	  the	  way	  they	  think,	  and	  the	  ideas	  and	  concepts	  
that	  are	  dominant	  within	  society	  today,	  such	  as	  the	  virtualisation	  of	  friendships	  where	  
communication	  is	  largely	  performed	  at	  distance.	  Just	  in	  the	  same	  way	  that	  music	  fans	  interact	  with	  
music	  as	  a	  product	  has	  changed,	  so	  too	  has	  the	  way	  that	  contemporary	  society	  interacts	  with	  the	  
real	  through	  an	  ability	  to	  watch	  ‘real’	  events	  presented	  through	  programmes	  that	  offer	  Spiritualism,	  
séances,	  and	  paranormal	  investigations	  and	  the	  discussions	  around	  these.	  The	  meanings	  that	  are	  
encoded	  in	  contemporary	  Spiritualism	  by	  the	  producer	  (broadcaster),	  and	  the	  understanding,	  or	  
decoding,	  as	  it	  were,	  by	  the	  audience	  are	  subject	  to	  this	  contemporary	  framework	  of	  broadcast	  
media,	  and	  methods	  of	  its	  consumption.	  
	   A	  significant	  development	  in	  the	  technology	  of	  television	  occurred	  in	  the	  1980s.	  Cable	  
television	  changed	  the	  landscape	  of	  contemporary	  British	  media,	  and	  is	  significant	  within	  this	  
research	  as	  the	  majority	  of	  primary	  texts	  under	  investigation	  aired	  on	  this	  platform18.	  The	  
introduction	  of	  cable	  television	  was	  arguably	  to	  satisfy	  the	  requirements	  of	  a	  population	  that	  
requires	  more	  and	  more	  viewing	  choices,	  from	  entertainment	  to	  documentaries	  and	  the	  latest	  craze	  
of	  mockumentories.	  All	  these	  genres	  are	  readily	  available	  for	  consumption	  on	  any	  one	  of	  the	  
hundreds	  of	  channels.	  This	  omnipresent	  media	  saturation	  has	  implications	  for	  how	  people	  respond,	  
interact	  with,	  and	  gain	  meaning	  from	  the	  channels.	  Batra	  and	  Glazer	  note	  the	  technical	  advantages	  
of	  television:	  
	  
the	  defining	  characteristic	  of	  cable	  is	  what	  has	  come	  to	  be	  called	  "narrowcasting:"	  the	  delivery	  
of	  specialised	  programming	  to	  specific	  interest	  groups–which	  implies	  the	  delivery	  of	  these	  
specific	  target	  audiences	  to	  specialised	  advertisers	  (1989:	  6).	  	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18	  LIVINGtv	  and	  Granada	  Breeze	  were	  both	  cable	  channels	  instrumental	  in	  providing	  on-­‐screen	  
Spiritualism	  in	  the	  1990s	  and	  2000s.	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While	  narrowcasting	  might	  suggest	  that	  the	  technology	  was	  delivering	  content	  to	  small	  audience	  
numbers	  (sometimes	  that	  may	  be	  true)	  the	  audience	  figures	  for	  the	  cable	  channels	  that	  carried	  
Spiritualist	  content	  was	  significant,	  with	  LIVINGtv,	  an	  important	  cable	  channel	  in	  the	  distribution	  of	  
the	  ghost	  hunting	  show	  boasting	  one	  million	  viewers	  for	  each	  episode	  of	  Most	  Haunted	  (Fielding	  et	  
al.,	  2005:	  16).	  These	  technological	  changes	  and	  the	  prominent	  social	  ideologies	  and	  hegemony	  latent	  
within	  technology	  have	  affected	  and	  divested	  in	  the	  traditional	  discourses	  and	  theological	  
foundations	  of	  Spiritualism,	  using	  only	  empty	  signs	  of	  its	  belief	  system	  as	  vehicles	  of	  media	  
spectacle.	  	  
	   Since	  the	  1990s	  television	  within	  the	  UK	  has	  been	  responsible	  for	  broadcasting	  numerous	  
programmes	  dealing	  with	  contemporary	  Spiritualism,	  mediums	  and	  the	  paranormal.	  Despite	  the	  
relationship	  between	  cable	  broadcasting	  and	  paranormal	  investigations,	  remarkably	  one	  of	  the	  
earliest	  examples	  of	  the	  television	  ghost	  hunting	  programme	  aired	  on	  a	  terrestrial	  platform;	  the	  
BBC's	  Ghostwatch	  programme	  (1992).	  At	  the	  time	  it	  was	  aired	  on	  Halloween	  evening	  in	  1992	  it	  was	  
presented	  as	  a	  documentary	  about	  Britain's	  most	  haunted	  house.	  Elements	  of	  the	  programme	  were	  
based	  on	  historical	  reports;	  therefore	  what	  the	  viewer	  experienced	  was	  a	  mix	  of	  make-­‐believe	  and	  
documented	  'real'	  experiences,	  a	  hyperreal	  concoction	  of	  facts	  and	  fiction,	  where	  the	  viewer	  is	  
duped	  into	  believing	  they	  are	  being	  presented	  with	  a	  reality,	  when	  in	  fact	  it	  is	  a	  blurring	  of	  the	  real	  
and	  fake.	  The	  programme	  has	  become	  a	  perfect	  example	  of	  the	  hyperreal	  Spiritualist	  television	  text,	  
as	  Williams	  points	  out:	  
	  
the	  broadcast	  prompted	  outraged	  complaints	  that	  the	  show	  had	  frightened	  viewers	  and,	  once	  
the	  hoax	  was	  revealed,	  more	  complaints	  ensured	  regarding	  the	  fact	  that	  the	  BBC	  had	  duped	  
the	  audience.	  More	  serious	  were	  accusations	  that	  the	  show	  had	  contributed	  to	  several	  
suicides	  in	  young	  people	  after	  its	  broadcast	  (2013).	  
	  
Ghostwatch	  offers	  a	  key	  moment	  in	  the	  field	  of	  paranormal	  media	  research	  with	  a	  ghost	  hunt	  
broadcast	  to	  millions19,	  providing	  a	  ghost	  hunt	  that	  utilises	  the	  amateur	  camera	  techniques,	  which	  
enhance	  authenticity	  of	  the	  moment	  (Schreier,	  2004:	  320).	  This	  technological	  mix	  of	  surveillance	  
CCTV	  and	  production	  techniques	  that	  included	  the	  cutting	  between	  the	  location	  and	  the	  studio	  
informed	  the	  spectacle	  traditions	  inherent	  within	  the	  contemporary	  ghost	  hunting	  show20.	  The	  
inclusion	  of	  a	  ‘parapsychologist,’21	  the	  phone	  interaction	  with	  the	  audience	  (although	  it	  is	  not	  clear	  if	  
this	  was	  faked	  as	  well),	  and	  voice	  recordings	  of	  the	  alleged	  spirit	  haunting	  the	  location	  all	  act	  as	  
motifs	  providing	  modes	  of	  authenticity,	  which	  feed	  the	  creation	  of	  a	  hyperreal	  simulation	  where	  the	  
audience,	  at	  the	  time	  of	  broadcast	  at	  least,	  were	  not	  sure	  if	  it	  was	  real	  or	  fake.	  While	  Ghostwatch	  
embraced	  a	  technological	  framework	  for	  its	  broadcast	  the	  underpinning	  theme	  was	  Spiritualism,	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19	  BBC	  audience	  figures	  place	  the	  number	  of	  people	  watching	  the	  programme	  at	  11.1	  million.	  
20	  This	  studio	  /	  location	  dynamic	  was	  almost	  exactly	  replicated	  in	  the	  Most	  Haunted	  Live	  series	  of	  
programmes.	  
21	  Dr	  Lin	  Pascoe	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continuity	  of	  the	  human	  soul	  after	  disembodiment.	  	  
	   The	  technological	  spiritual	  space	  constructed	  through	  Ghostwatch	  provides	  a	  very	  different	  
Spiritualist	  dynamic	  from	  the	  darkened	  room	  of	  the	  Victorian	  séance	  circle,	  or	  the	  contemporary	  
groups	  attending	  organised	  Spiritualist	  churches.	  There	  are	  however	  implications	  for	  the	  audience	  
within	  this	  media	  dynamic.	  Watching	  television	  offers	  up	  a	  very	  different	  experience	  for	  the	  
audience	  from	  that	  of	  being	  involved	  in	  a	  Spiritualist	  reading	  or	  demonstration	  of	  mediumship	  at	  a	  
Spiritualist	  circle	  or	  church	  setting.	  If	  we	  look	  at	  what	  television	  is	  as	  a	  framework,	  and	  how	  it	  works	  
at	  the	  most	  basic	  of	  levels	  we	  can	  see	  how	  it	  is	  responsible	  in	  the	  process	  of	  shifting	  meanings	  of	  the	  





Encoding	  and	  Decoding	  Meanings	  created	  by	  Digital	  Television	  
Within	  British	  society	  today,	  digital	  television	  offers	  the	  opportunity	  to	  engage	  with,	  and	  consume	  as	  
much	  as	  an	  individual	  would	  like	  on	  almost	  any	  topic.	  In	  this	  sense	  technology	  offers	  an	  incredible	  
opportunity	  not	  only	  to	  those	  who	  are	  interested	  in	  utilising	  Spiritualism,	  but	  also	  those	  who	  wish	  to	  
consume	  it.	  Whilst	  technology	  has	  opened	  up	  the	  possibilities	  of	  representing	  a	  greater	  number	  of	  
different	  subjects	  and	  serving	  audience	  groups	  who	  have	  more	  niche	  interests,	  what	  is	  available	  is	  
still	  controlled	  by	  media	  organisations	  that	  have	  complete	  autonomy	  over	  the	  technology	  what	  is	  
broadcast	  and	  the	  form	  that	  is	  taken.	  Applying	  a	  Marxist	  (1889)	  perspective	  to	  this,	  the	  dominant	  
powers	  within	  contemporary	  British	  society	  such	  as	  the	  corporations	  that	  own	  cable	  television	  
channels	  and	  other	  technological	  broadcast	  media	  are	  reproducers	  of	  capitalist	  economic	  
production.	  In	  this	  framework	  absent	  of	  a	  digital	  democracy,	  the	  dominant	  ideologies	  of	  capitalist	  
and	  corporate	  providers	  of	  programmes	  and	  content	  shape	  and	  ultimately	  control	  what	  is	  broadcast	  
and	  the	  meanings	  and	  values	  that	  are	  encoded	  into	  this	  content	  to	  benefit	  their	  own	  objectives.	  
	   Television	  and	  its	  conventions	  have	  shaped	  how	  society	  views	  and	  understands	  what	  is	  
being	  framed,	  literally	  'on	  the	  box'.	  As	  a	  cultural	  form	  it	  has	  been	  with	  the	  masses	  in	  a	  domestic	  
setting	  since	  the	  1950s.	  It	  is	  this	  familiarity	  with	  it	  as	  a	  form	  and	  conventions	  that	  highlights	  the	  
power	  of	  this	  technology	  in	  shaping	  how	  programmes	  on	  Spiritualism	  are	  viewed	  and	  made	  sense	  of.	  
There	  is	  this	  notion	  that	  television	  has	  become	  an	  institutionalisation	  of	  everyday	  where	  watching	  
dramatic	  simulation	  of	  a	  wide	  range	  of	  experiences	  is	  now	  an	  essential	  part	  of	  our	  modern	  cultural	  
pattern	  (Williams	  and	  Williams,	  1990:	  52).	  Williams	  et	  al.	  furthermore	  suggest	  that	  people	  spend	  
more	  time	  watching	  television	  than	  preparing	  and	  eating	  food	  (1990:	  56),	  which	  they	  class	  as	  
indicative	  of	  the	  contemporary	  importance	  of	  the	  medium.	  People	  not	  only	  know	  how	  to	  view	  the	  
television	  (in	  the	  most	  basic	  sense	  -­‐	  technically,	  that	  is	  to	  switch	  it	  on	  and	  select	  the	  programme	  that	  
they	  are	  interested	  in,	  on	  the	  relevant	  channel),	  but	  there	  is	  a	  distinct	  knowledge	  of	  how	  to	  read	  
what	  is	  being	  presented	  through	  the	  codes	  of	  onscreen	  emblems	  and	  motifs	  that	  are	  presented.	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Regarding	  this	  Herrmann	  argues:	  
	  
signs	  frequently	  used	  in	  television	  programmes	  can	  be	  categorised	  into	  social,	  technical	  and	  
representational	  codes.	  Social	  codes	  include	  the	  dress,	  the	  make-­‐up,	  gestures	  and	  language	  of	  
a	  character,	  codes	  to	  inform	  the	  viewer	  about	  the	  social	  class	  of	  a	  person,	  profession	  and/or	  
education.	  Stereotypes	  (black	  dress	  equals	  bad	  man/woman,	  grey	  suit	  symbolises	  
bureaucracy)	  are	  often	  used	  because	  they	  do	  not	  need	  much	  explanation,	  and	  the	  viewers	  
expectation,	  resulting	  from	  what	  he/she	  has	  experienced	  on	  TV	  and	  in	  his/her	  own	  social	  
surrounding,	  are	  predictable	  and	  can	  therefore	  either	  be	  fulfilled	  or	  broken	  (2000).	  
	  
What	  is	  noteworthy	  here	  is	  that	  Herrmann	  acknowledges	  the	  fact	  that	  television	  is	  one	  long	  never-­‐
ending	  stream,	  one	  that	  an	  individual	  can	  tune	  into	  and	  tune	  out	  of	  at	  will.	  He	  positions	  the	  viewer	  
as	  part	  of	  a	  silent,	  and	  impersonal	  audience.	  	  
	   Fiske	  examines	  the	  dynamic	  further	  in	  his	  work	  Television	  Culture	  arguing	  that	  there	  is	  a	  set	  
of	  codes	  at	  work	  that	  bind	  producers,	  texts	  and	  audiences	  together	  (1987:	  6).	  Exploring	  the	  
production	  of	  technical	  codes	  he	  suggests	  that	  coding	  and	  meanings	  are	  implicit	  within	  a	  text	  and	  
are	  contained	  within	  technological	  matters	  such	  as	  focus,	  camera	  movements	  and	  elements	  that	  are	  
put	  in	  and	  the	  left	  out	  of	  the	  frame.	  It	  is	  precisely	  this	  kind	  of	  in-­‐built	  language	  that	  is	  fundamental	  to	  
the	  narrative	  when	  analysing	  contemporary	  Spiritualist	  programmes	  on	  television.	  One	  of	  the	  key	  
areas	  of	  the	  codification	  of	  Spiritualist	  television	  shows	  is	  the	  various	  motifs	  that	  represent	  the	  
Spiritualist	  medium,	  the	  ‘ghosts,’	  and	  paranormal	  encounters.	  The	  codes	  presented	  in	  the	  
contemporary	  ghost	  hunting	  programme	  are	  largely	  drawn	  from	  the	  Victorian	  Gothic	  ghost	  story.	  
Heholt	  notes	  the	  ‘Gothic	  imagery’	  of	  the	  paranormal	  show22	  (2012:	  37);	  includes	  Gothic	  writing	  on	  
the	  opening	  credits,	  dark	  settings	  and	  locations,	  and	  an	  overall	  positioning	  of	  the	  viewer	  in	  a	  
narrative	  that	  is	  not	  questioning	  of	  the	  authenticity	  of	  any	  ghostly	  goings-­‐on,	  but	  seeks	  only	  to	  
validate	  and	  reinforce	  notions	  of	  the	  haunted	  locations	  that	  are	  being	  discussed.	  
	  
	  
Spiritualist	  Consumption	  -­‐	  Mediation	  of	  Meanings	  from	  the	  Victorian	  Darkened	  Room	  to	  'On	  the	  Box'	  
Technological	  advances	  and	  the	  use	  of	  digital	  television	  as	  a	  means	  of	  distribution	  are	  critical	  to	  the	  
way	  contemporary	  Spiritualist	  programmes	  are	  transmitted	  and	  received	  by	  the	  audience.	  It	  is	  
through	  analysis	  of	  this	  that	  we	  can	  examine	  exactly	  the	  effects	  that	  the	  technology	  of	  television,	  
and	  the	  media	  at	  large	  have	  had	  on	  transforming	  Spiritualism	  from	  the	  traditional	  theological	  
discourse	  (that	  occupy	  its	  belief	  system	  itself)	  to	  a	  media	  spectacle	  absent	  of	  deeper	  meanings.	  	  
	   A	  key	  area	  to	  consider	  is	  transformation	  of	  Spiritualist	  experience,	  from	  a	  relatively	  private	  
space	  or	  perspective,	  (séances	  and	  small	  sittings	  with	  a	  limited	  number	  of	  people,	  typically	  no	  more	  
than	  5	  to	  10	  taking	  place	  in	  private	  houses,	  often	  in	  low	  light,	  with	  the	  curtains	  closed),	  to	  
contemporary	  experiences	  of	  Spiritualism	  in	  the	  media.	  Melechi	  (2008)	  and	  Owen	  (2004b)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22	  Heholt	  is	  referencing	  the	  ‘look’	  of	  Most	  Haunted.	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undertake	  a	  detailed	  area	  of	  research	  regarding	  this	  traditional	  experience	  of	  Spiritualism.	  
Sometimes	  these	  sittings	  would	  take	  place	  in	  complete	  darkness	  where	  the	  medium	  would	  only	  be	  
heard	  rather	  than	  seen	  and	  the	  proof	  they	  were	  in	  contact	  with	  spirit	  would	  come	  through	  in	  their	  
voice,	  whether	  that	  be	  a	  change	  or	  morphing	  by	  the	  voice	  into	  what	  generally	  was	  interpreted	  by	  
those	  taking	  part	  as	  a	  spirit	  voice.	  Skultans’	  (1974)	  account	  of	  more	  modern	  organised	  Spiritualism,	  
and	  demonstrations	  of	  mediumship	  that	  take	  place	  in	  churches,	  reaffirms	  this	  first	  person	  
experience.	  In	  the	  church	  setting	  following	  a	  formal	  service	  the	  medium	  gives	  a	  demonstration	  of	  
mediumship	  to	  all	  those	  who	  have	  attended	  the	  service.	  Skultans	  reaffirms	  the	  theological	  nature	  of	  
this	  setting	  extolling	  the	  importance	  of	  spiritual	  healing	  to	  members	  of	  the	  Spiritualist	  congregation.	  
Spiritual	  healing	  is	  a	  key	  area	  of	  contemporary	  organised	  Spiritualism,	  for	  example,	  promotional	  
literature	  from	  the	  Spiritualists’	  National	  Union	  cites	  healing	  as:	  
	  
the	  channelling	  of	  healing	  energies	  from	  the	  world	  of	  spirit	  through	  a	  spiritual	  healer	  to	  the	  
patient	  and	  can	  bring	  about	  harmony	  to	  the	  mind,	  body,	  spirit	  and	  emotions	  of	  that	  recipient.	  
Healing	  can	  be	  hands-­‐on,	  within	  a	  few	  inches	  of	  the	  patient,	  or	  by	  thought	  and	  prayer	  from	  a	  
distance	  (The	  Spiritualists'	  National	  Union,	  2013).	  
	  
Both	  the	  early	  Spiritualism	  of	  the	  Victorian	  epoch	  and	  the	  more	  formal	  approaches	  offered	  by	  a	  
church	  practice,	  exemplified	  through	  the	  above,	  provide	  an	  experience	  rooted	  in	  the	  first	  person.	  
Whilst	  a	  group	  dynamic	  frames	  this	  space,	  the	  unique	  personal	  experience	  is	  very	  much	  prioritised	  
by	  the	  interaction	  and	  overall	  meaning	  generated	  in	  this	  genuine	  situation.	  These	  experiences	  are	  
clearly	  primary,	  where	  what	  was	  experienced,	  in	  terms	  of	  strange	  sounds,	  noises,	  smells	  and	  often	  
sensations,	  (as	  reported	  by	  participants	  of	  Victorian	  séances)	  framed	  sets	  of	  meanings	  and	  beliefs	  
that	  could	  only	  have	  been	  created	  through	  the	  actuality	  of	  being	  there.	  It	  is	  these	  meanings,	  because	  
of	  first	  person	  interaction,	  that	  mediates	  the	  overall	  understanding	  of	  the	  personal	  Spiritualist	  
experience.	  In	  this	  context	  the	  individual	  will	  draw	  on	  the	  overall	  situation,	  including	  the	  emblems	  of	  
the	  Spiritualist	  language,	  the	  setting,	  the	  medium’s	  body	  and	  verbal	  language	  to	  construct	  a	  
meaning.	  The	  use	  of	  specific	  Spiritualist	  terminologies	  and	  traditions	  which	  include	  the	  linking	  of	  
hands	  with	  a	  candle	  on	  the	  table	  all	  lead	  to	  an	  experience	  where	  the	  individual	  both	  consumes	  this	  
event	  and	  is	  part	  of	  it	  at	  the	  same	  time.	  	  
	   An	  element	  of	  showmanship	  and	  spectacle	  from	  the	  medium	  was	  almost	  always	  there	  
during	  early	  twentieth	  century	  séances,	  exemplified	  by	  the	  performance	  of	  mediumship	  in	  the	  film	  
Blythe	  Spirit.	  Madam	  Arcati23	  embodies	  the	  melodramatic	  nature	  that	  symbolises	  the	  contemporary	  
medium.	  The	  character’s	  exuberance	  and	  general	  eccentricity	  is	  arguably	  the	  basis	  for	  a	  large	  
proportion	  of	  the	  contemporary	  stereotyping	  of	  Spiritualist	  mediums	  (further	  discussion	  of	  this	  will	  
take	  place	  in	  chapter	  4).	  	  The	  showmanship	  is	  carried	  out	  through	  the	  medium's	  voice,	  items	  moving,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
23	  Madam	  Acarti	  was	  the	  comical	  psychic	  in	  Blythe	  Spirit,	  a	  1945	  Spiritualist	  comedy.	  Arcati	  for	  some	  
time	  has	  come	  to	  represent	  a	  caricature	  of	  classic	  Spiritualist	  mediums.	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whether	  through	  the	  other	  worldliness	  or	  human	  intervention	  and	  in	  the	  medium’s	  production	  of	  
ectoplasm,	  a	  substance	  that	  several	  early	  twentieth	  century	  mediums	  would	  produce	  from	  orifices,	  
often	  the	  mouth,	  this	  substance	  would	  be	  seen	  taking	  the	  form	  of	  a	  person	  or	  body	  that	  has	  died	  
and	  passed	  to	  spirit.	  This	  set	  of	  Spiritualist	  codes	  would	  also	  extend	  to	  a	  whole	  range	  of	  different	  
traditions	  and	  the	  use	  of	  what	  might	  be	  termed	  props	  or	  in	  a	  more	  traditional	  expression	  of	  
Spiritualist	  emblems	  such	  as	  candles,	  lights,	  music	  or	  sounds	  and	  the	  séance	  table.	  All	  of	  these	  are	  
the	  physical	  elements	  of	  early	  modern	  Spiritualism	  utilised	  by	  the	  medium.	  	  
	   There	  is	  another	  element,	  that	  of	  language,	  in	  a	  more	  literal	  sense.	  This	  is	  what	  the	  medium	  
is	  saying,	  and	  how	  the	  statements	  are	  delivered.	  For	  example,	  a	  medium	  will	  often	  use	  language	  that	  
implicates	  them	  as	  the	  introductory	  figure	  for	  the	  spirit	  they	  are	  connecting	  with,	  the	  medium	  might	  
say	  they	  ‘have	  a	  gentleman	  here,’	  going	  on	  to	  explain	  something	  about	  them,	  often	  an	  ailment	  they	  
may	  have	  had	  before	  passing	  or	  a	  physical	  attribute	  such	  as	  baldness	  or	  that	  they	  wore	  glasses.	  The	  
linguistic	  dynamic	  between	  the	  medium	  and	  the	  sitters	  sees	  the	  medium	  initially	  perform	  a	  
questioning	  of	  the	  audience,	  until	  a	  connection	  with	  a	  member	  of	  the	  audience	  is	  established.	  The	  
audience	  member	  who	  believes	  they	  are	  the	  intended	  recipient	  of	  a	  message	  from	  the	  passed	  spirit	  
will	  then	  engage	  in	  the	  reading	  where	  a	  set	  of	  messages	  (assumed	  to	  be	  from	  spirit)	  are	  presented	  to	  
them	  by	  the	  medium.	  There	  is	  a	  directness	  of	  language,	  which	  forges	  a	  personal	  relationship	  
between	  that	  of	  the	  medium	  and	  that	  of	  the	  recipient,	  for	  example	  the	  medium	  will	  make	  
statements	  such	  as	  'sort	  the	  family	  out'	  (medium	  Gordon	  Smith)	  (BBC	  Everyman,	  2003).	  This	  
exchange,	  and	  the	  experience	  that	  an	  individual	  gets	  from	  actually	  being	  there	  means	  they	  mediate	  
and	  take	  charge	  of	  the	  meanings	  of	  this	  genuine	  event	  which	  is	  unfolding	  before	  them.	  	  
	   In	  contrast	  however,	  contemporary	  media	  representations	  of	  Spiritualism	  are	  far	  removed	  
from	  the	  genuine	  experience	  of	  ‘being	  there’	  for	  obvious	  geographical	  and	  technical	  reasons,	  as	  the	  
shows	  are	  transmitted	  to	  the	  viewer	  and	  are	  in	  the	  most	  part	  pre-­‐recorded.	  The	  act	  of	  watching	  a	  
predetermined	  set	  of	  images	  spliced	  together	  for	  a	  television	  programme	  carries	  a	  different	  social	  
experience	  from	  being	  there	  in	  person	  because	  meanings	  for	  the	  viewer	  become	  uncoupled	  from	  
the	  authentic	  experience.	  	  	  
	   This	  is	  a	  considerable	  shift,	  responsible	  for	  the	  consumption	  of	  Spiritualism	  moving	  from	  a	  
private	  experience	  to	  one	  that	  is	  being	  viewed	  in	  a	  virtual	  space,	  anywhere,	  at	  any	  time.	  The	  
previous	  set	  of	  values	  and	  meanings	  created	  through	  the	  actual	  experience	  of	  going	  to	  a	  séance	  or	  
medium,	  and	  the	  process	  of	  mediating	  the	  meanings	  that	  are	  being	  generated	  now	  become	  
displaced	  and	  uncoupled	  through	  contemporary	  media’s	  representation.	  It	  is	  here	  that	  represents	  
the	  demarcation	  point	  between	  the	  real	  and	  represented	  and	  where	  the	  transformation	  of	  
contemporary	  Spiritualism	  to	  media	  spectacle	  begins.	  Darley	  informs	  us	  that	  'Inordinate	  and	  far	  
reaching	  changes	  have	  taken	  place	  in	  the	  sphere	  of	  visual	  culture	  since	  the	  end	  of	  the	  Nineteenth	  
Century:	  changes	  that	  have	  had	  a	  corresponding	  conditioning	  effect	  on	  the	  spectacle	  tradition'	  
(2000:	  58).	  In	  relation	  to	  television	  'Baudrillard	  endorses	  the	  notion,	  it	  is	  the	  character	  or	  the	  form	  of	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the	  medium	  itself	  (how	  it	  communicates)	  rather	  than	  its	  contents	  (what	  it	  communicates)	  that	  is	  
important	  to	  an	  adequate	  understanding	  of	  the	  current	  state	  of	  things'	  (Darley,	  2000:	  58)	  which	  
indicates	  it	  is	  how	  the	  television	  communicates	  with	  the	  end	  consumer	  that	  shapes	  meaning.	  	  
	   The	  death	  of	  the	  real	  is	  central	  to	  framing	  what	  is	  taking	  place	  when	  Spiritualism	  is	  viewed	  
on	  television.	  The	  inability	  for	  the	  end	  consumer	  to	  connect	  directly,	  interact	  or	  gain	  any	  personal	  
experience	  will	  affect	  the	  way	  that	  the	  meanings	  and	  ideas	  are	  formed	  interpreted	  and	  ultimately	  
understood.	  It	  is	  how	  the	  end	  consumer	  mediates	  these	  meanings	  and	  the	  symbols	  that	  are	  being	  
used	  in	  the	  Spiritualist	  television	  programmes	  that	  is	  key	  to	  understanding	  shifts	  within	  
contemporary	  society,	  in	  relation	  to	  Spiritualism.	  	  
	   McLuhan	  takes	  a	  similar	  theoretical	  position	  to	  Baudrillard.	  She	  argues	  that	  the	  medium,	  in	  
this	  case	  television,	  through	  its	  form,	  controls	  all	  meanings	  being	  created:	  
	  
The	  effect	  of	  the	  medium	  is	  made	  strong	  and	  intense	  just	  because	  it	  is	  given	  another	  medium	  
as	  "content."	  The	  content	  of	  a	  movie	  is	  a	  novel	  or	  a	  play	  or	  an	  opera.	  The	  effect	  of	  the	  movie	  
form	  is	  not	  related	  to	  its	  program	  content	  (2001:	  19).	  	  
	  
This	  understanding	  of	  the	  media	  as	  a	  representation	  of	  a	  real,	  that	  has	  assumed	  a	  hyperrealised	  
state,	  one	  that	  no	  longer	  bears	  any	  semblance	  of	  the	  genuine	  experience	  for	  which	  it	  is	  depicting,	  is	  
directly	  relatable	  to	  what	  is	  occurring	  between	  the	  contemporary	  viewer	  and	  a	  representation	  of	  
Spiritualism	  on	  television.	  The	  stylistic	  hyperreal	  form	  of	  television	  has	  divested	  the	  importance	  of	  
meaning;	  now	  the	  form,	  the	  ‘look’	  and	  ‘style’	  that	  is	  created	  takes	  priority.	  Paradoxically	  meshed	  
within	  this	  ‘look,’	  is	  a	  simulation	  of	  reality	  hinting	  to	  the	  audience	  that	  what	  they	  are	  viewing	  is	  the	  
authentic	  article.	  King	  recounts	  what	  he	  describes	  as	  ‘authentic-­‐seeming’	  and	  the	  notion	  that	  
television	  plays	  with	  the	  boundaries	  of	  fact	  and	  fiction.	  He	  argues	  that	  while	  locations	  on-­‐screen	  may	  
appear	  authentic,	  they	  are	  sets	  and	  are	  often	  imitated	  or	  exaggerated,	  that	  ‘under	  the	  scrutiny	  of	  
multiple	  cameras’	  becomes	  ‘both	  authentic	  documentary	  subjects	  and	  simulacra	  in	  a	  virtual	  
environment’	  (2005:	  131).	  
	   This	  disruption	  or	  displacement	  of	  meaning	  away	  from	  the	  real	  is	  embodied	  by	  a	  Spiritualist	  
programme,	  Derek	  Acorah's	  Ghost	  Towns.	  This	  features	  the	  well-­‐known	  media	  medium	  Acorah	  at	  
various	  locations	  across	  the	  United	  Kingdom,	  visiting	  reportedly	  haunted	  locations	  while	  displaying	  
mediumship	  and	  occasionally	  trance	  mediumship24,	  which	  sees	  him	  taking	  on	  the	  attributes	  of	  a	  
disembodied	  spirit.	  The	  programme	  epitomises	  a	  blurring	  of	  the	  boundaries	  between	  what	  is	  
presented	  as	  authentic	  and	  what	  is	  being	  hyperrealised	  to	  make	  the	  content	  more	  of	  a	  fantastical	  or	  
spectacularised	  event.	  Ghost	  Towns	  was	  one	  of	  several	  paranormal	  investigative	  real-­‐time	  
broadcasts,	  utilising	  similar	  stylistics	  to	  Most	  Haunted	  Live.	  Ghost	  Towns	  featured	  Acorah	  alongside	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24	  Trance	  mediumship	  is	  where	  the	  medium	  is	  represented	  as	  falling	  into	  a	  trance	  and	  the	  spirit	  
messages	  are	  spoken	  directly	  by	  the	  deceased	  soul	  using	  the	  mouth	  of	  the	  medium.	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team	  of	  cameramen	  following	  this	  seemingly	  unpredictable	  live	  show;	  King	  recounts	  that	  ‘today,	  it	  
really	  does	  seem	  as	  if	  television	  cameras	  can	  be	  put	  anywhere	  on	  earth	  in	  a	  matter	  of	  days,	  hours	  or	  
minutes…We	  can	  see	  the	  world	  in	  so-­‐called	  ‘real	  time’	  (2005:	  9).	  The	  show	  features	  Acorah’s	  
‘doorstep	  divination’	  that	  would	  see	  him	  visit	  stranger’s	  homes	  and	  present	  a	  Spiritualist	  reading	  to	  
the	  owner.	  Of	  this	  part	  of	  the	  show,	  the	  executive	  producer	  Paul	  Flexton	  notes:	  ‘the	  doorstep	  
divination	  is	  my	  favourite	  part	  of	  the	  show.	  As	  a	  producer,	  I’m	  very	  proud	  of	  it,	  as	  it’s	  taking	  Derek	  to	  
the	  people	  in	  a	  way	  that’s	  never	  been	  done	  before’	  (Acorah,	  2006:	  xvi).	  Drawing	  on	  the	  real-­‐time	  
broadcasts,	  these	  illustrate	  further	  the	  way	  in	  technological	  processes,	  such	  as	  live	  events	  and	  their	  
production	  with	  outside	  broadcasts	  and	  constant	  rolling	  cameras	  prioritise	  the	  moment	  of	  ‘real-­‐
time’	  which	  here	  becomes	  the	  spectacle	  itself,	  further	  removing	  meaning	  from	  the	  content.	  In	  this	  
paradigm	  Acorah’s	  Spiritualism	  becomes	  the	  vehicle	  for	  the	  show,	  forming	  an	  empty	  set	  of	  signs	  
utilised	  to	  aid	  the	  spectacle	  being	  played	  out.	  	  
	   Through	  the	  hyperrealisation	  of	  certain	  representations	  of	  Spiritualist	  programmes	  the	  
viewer	  may	  either	  be	  left	  unable	  to	  distinguish	  between	  real	  and	  fantasy,	  or	  may	  be	  happier	  to	  
interact	  and	  be	  more	  at	  ease	  with	  the	  simulations	  of	  an	  event	  than	  the	  genuine	  occurrence.	  This	  
blurring	  of	  the	  boundaries	  between	  real	  and	  hyperreality	  is	  exemplified	  through	  statements	  made	  by	  
television	  executives	  before	  signing	  one	  of	  the	  most	  significant	  paranormal	  television	  shows	  of	  the	  
last	  decade,	  Most	  Haunted.	  There	  was	  a	  concern	  that	  viewers	  would	  be	  confronted	  by	  little	  actually	  
happening	  in	  the	  way	  of	  paranormal	  activity,	  however	  if	  the	  show	  producers	  were	  prepared	  to	  fake	  
a	  few	  items	  and	  come	  clean	  at	  the	  end	  of	  the	  programme	  there	  was	  a	  major	  broadcaster	  willing	  to	  
sign	  up	  straightaway	  (Fielding	  et	  al.,	  2005).	  After	  some	  discussion	  however,	  between	  the	  shows	  
makers	  and	  LIVINGtv	  there	  was	  an	  agreement	  that	  there	  would	  be	  no	  fakery.	  In	  this	  respect	  the	  
show	  was	  heavily	  criticised	  by	  sectors	  of	  the	  viewing	  public	  for	  being	  at	  best	  a	  little	  dull,	  and	  Fielding	  
has	  often	  been	  criticised	  and	  ridiculed	  for	  the	  amount	  of	  screaming	  at	  supposed	  apparitions	  (Fielding	  
and	  other	  team	  members	  screaming	  was	  the	  subject	  of	  a	  comical	  spin	  off	  show	  The	  Screaming	  
Banshees	  in	  2009	  (The	  Paranormal	  Channel)).	  Koven	  draws	  on	  Fielding	  (2005:	  14)	  when	  discussing	  
the	  importance	  of	  the	  producer–consumer	  relationship	  regarding	  Most	  Haunted,	  drawing	  our	  
attention	  to	  statements	  made	  by	  the	  Most	  Haunted	  team:	  
	  
we’ve	  since	  found	  out	  that	  loads	  of	  fans	  [of	  Most	  Haunted]	  have	  rituals	  attached	  to	  the	  way	  
they	  watch	  the	  show;	  they	  turn	  off	  the	  lights,	  close	  the	  curtains,	  some	  burn	  candles	  and	  
others	  set	  tape	  recorders	  running	  in	  case	  there’s	  any	  EVP	  [Electronic	  Voice	  Phenomenon].	  We	  
also	  discovered	  that	  lots	  of	  people	  are	  getting	  together	  to	  watch	  the	  shows,	  even	  holding	  
Most	  Haunted	  parties	  (2007:	  185).	  
	  
What	  Koven	  appears	  to	  be	  pointing	  to	  is	  a	  unique	  relationship	  between	  the	  television	  programme	  
and	  the	  audience,	  and	  that	  what	  is	  going	  on	  in	  terms	  of	  audience	  participation	  is	  far	  more	  involved	  
than	  just	  a	  passive	  consumption	  of	  the	  television	  programme.	  This	  appears	  to	  argue	  against	  
Herrmann's	  (2000)	  never-­‐ending	  stream	  of	  television	  where	  people	  opt	  in	  and	  opt	  out	  with	  no	  great	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level	  of	  interaction.	  Koven	  postulates	  that	  the	  audience	  is	  active	  rather	  than	  merely	  passive.	  He	  does	  
however	  also	  show	  that	  the	  audience	  are	  presented	  with	  a	  highly	  stylised,	  formatted	  production.	  
Koven	  draws	  on	  Caldwell	  (1995:	  3-­‐31)	  who:	  'characterises	  contemporary	  television	  aesthetics	  as	  the	  
search	  for	  “excessive	  style”…programs	  battle	  for	  identifiable	  style-­‐markers	  and	  distinct	  looks	  in	  
order	  to	  gain	  audience	  share	  within	  the	  competitive	  broadcast	  flow'	  (Caldwell,	  1995:5;	  cited	  in	  
Koven,	  2007:	  197).	  Koven	  presents	  a	  strong	  argument	  for	  audience	  participation	  both	  during	  the	  
television	  programme,	  and	  after,	  citing	  that	  viewers	  often	  like	  to	  debate	  the	  veracity	  of	  the	  evidence	  
presented	  during	  the	  show.	  This	  however	  is	  debate	  and	  interaction	  around	  events	  and	  sets	  of	  values	  
created	  by	  this	  specific	  programme’s	  form,	  and	  not	  necessarily	  bearing	  any	  relation	  to	  the	  traditional	  
values	  and	  belief	  systems	  of	  Spiritualism.	  Theological	  depictions	  of	  Spiritualism	  on	  Most	  Haunted	  are	  
rare	  and	  notions	  of	  the	  importance	  of	  factors	  such	  as	  the	  Seven	  Principles	  of	  Spiritualism	  are	  never	  
imparted	  to	  the	  audience.	  
	   This	  implosion	  of	  the	  boundaries	  between	  the	  real	  and	  fake	  is	  discussed	  by	  Ritzer	  who	  
suggests	  that,	  'we	  [the	  audience]	  find	  it	  increasingly	  difficult	  to	  differentiate	  the	  real	  from	  the	  fake.	  
Indeed,	  we	  come	  to	  stop	  trying	  and	  to	  live	  with	  the	  fake	  at	  least	  as	  easily,	  and	  perhaps	  more	  easily	  
as	  we	  live	  with	  the	  real'	  (1999:	  144).	  It	  is	  acceptance	  of	  the	  fake	  or	  simulated	  that	  has	  lead	  to	  the	  
dominance	  of	  a	  hyperreal	  spectacle;	  thus	  the	  meaning	  of	  the	  content	  is	  no	  longer	  of	  any	  significance,	  
enabling	  a	  stylisation	  of	  Spiritualist	  images	  that	  are	  an	  empty	  frame.	  
	   With	  the	  number	  of	  viewers	  for	  these	  ghost	  hunting	  television	  shows	  often	  measured	  in	  the	  
many	  millions:	  one	  –	  three	  million	  in	  the	  case	  of	  Most	  Haunted	  (Fielding	  et	  al.,	  2005:	  16),	  this	  far	  
outweighs	  the	  numbers	  who	  attend	  the	  Spiritualist	  churches	  in	  Britain,	  or	  who	  have	  had	  experiences	  
of	  one-­‐on-­‐one	  readings	  or	  indeed	  séances	  (in	  the	  2011	  census	  39,000	  respondents	  aligned	  
themselves	  with	  the	  Spiritualist	  faith	  (Office	  for	  National	  Statistics,	  2011),	  while	  the	  official	  number	  
of	  Spiritualist	  National	  Union	  affiliated	  Spiritualist	  outlets	  is	  numbered	  at	  there	  are	  360	  Spiritualist	  
bodies25.	  What	  this	  implies	  is	  that	  people	  who	  are	  experiencing	  these	  programmes	  (who	  haven't	  
experienced	  a	  genuine	  Spiritualist	  church	  or	  sitting)	  are	  being	  presented	  with	  a	  constructed	  version	  
of	  Spiritualism	  that	  through	  the	  form	  of	  television,	  and	  the	  cinematic	  traditions	  of	  production	  (such	  
as	  the	  cameras,	  music,	  and	  sounds),	  are	  at	  the	  mercy	  of	  the	  content	  encoders,	  who	  are	  in	  control	  of	  
the	  meanings,	  signs	  and	  symbols.	  In	  this	  context,	  the	  spectacle	  of	  Spiritualism	  has	  become	  invested	  
by	  the	  Baudrillardian	  notion	  of	  a	  simulacrum:	  a	  digital	  copy	  that	  creates	  its	  own	  meaning	  and	  can	  
only	  be	  referenced	  to	  itself.	  
	   Technology	  and	  the	  broadcast	  media	  remove	  the	  genuine	  experience,	  which	  self-­‐evidently	  is	  
critical	  for	  an	  individual	  to	  analyse	  the	  stimulus	  that	  comes	  from	  a	  contemporary	  broadcast.	  
Arguably	  a	  limited	  number	  of	  people	  will	  have	  first-­‐person	  experiences	  of	  the	  paranormal	  or	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
25	  Information	  was	  gathered	  from:	  
http://www.bbc.co.uk/religion/religions/spiritualism/ataglance/glance.shtml	  and	  highlights	  the	  
number	  of	  official	  spiritualist	  churches	  according	  to	  the	  Spiritualists	  National	  Union.	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personal	  experience	  of	  a	  Spiritualist	  service	  or	  séance,	  therefore	  this	  lack	  of	  experiential	  knowledge,	  
combined	  with	  the	  absence	  of	  actually	  'being	  there'	  in	  a	  physical	  and	  mental	  sense	  has	  the	  effect	  of	  
allowing	  the	  dominant	  technological	  televisual	  system	  to	  take	  charge	  and	  produce	  its	  own	  meanings	  
and	  symbols.	  To	  unpack	  this	  further	  I	  want	  to	  draw	  on	  the	  differences	  between	  the	  experience	  of	  
the	  individual	  who	  goes	  to	  a	  Spiritualist	  event,	  whether	  that	  be	  a	  church,	  reading,	  séance	  (commonly	  
known	  in	  contemporary	  Spiritualism	  as	  trance	  mediumship)	  and	  the	  individual	  experiencing	  






Personal	  Mediation	  of	  Contemporary	  Spiritualist	  Experiences	  
In	  contrast	  to	  the	  relationship	  that	  a	  contemporary	  Spiritualist	  consumer	  has	  with	  a	  television	  
programme	  I	  want	  to	  explore	  a	  powerful	  and	  compelling	  example	  of	  a	  personal	  experience	  of	  going	  
to	  a	  Spiritualist	  event	  in	  person	  that	  has	  been	  documented	  by	  Jack	  Hunter,	  an	  anthropologist	  
researching	  Spiritualism,	  the	  paranormal	  and	  its	  relationship	  with	  the	  contemporary	  individual.	  	  
	   The	  example	  is	  a	  video	  interview	  with	  a	  member	  of	  the	  Bristol	  Spirit	  Lodge.	  The	  interviewee	  
is	  Christine	  Di	  Nucci	  who	  details	  her	  experience	  and	  provides	  us	  with	  a	  unique	  understanding	  of	  how	  
experiential	  knowledge	  provides	  a	  personal	  mediation	  of	  Spiritualist	  events,	  Di	  Nucci	  explains:	  
	  
I	  had	  no	  belief	  in	  it	  [Spiritualism]	  whatsoever	  prior	  to	  going,	  therefore	  I	  wasn’t	  worried	  about	  
going	  to	  a	  séance,	  it	  can’t	  be	  scary	  because	  nothing	  exists.	  There’s	  a	  certain	  amount	  of	  
showmanship,	  you’re	  paying	  £30	  a	  time,	  the	  medium	  is	  making	  some	  money	  out	  of	  it,	  that’s	  
what	  it’s	  got	  to	  be	  (Paranthropology,	  2009).	  
	  
This	  was	  Di	  Nucci’s	  rationalisation	  because	  of	  her	  experiences	  prior	  to	  actually	  being	  there;	  clearly	  
the	  rationalistic	  approach	  has	  elements	  of	  the	  dominant	  scientific	  understandings	  of	  contemporary	  
society.	  Di	  Nucci	  continues	  to	  describe	  her	  experience:	  
	  
so	  we	  went	  to	  this	  physical	  séance,	  and	  I	  came	  out,	  and	  for	  the	  next	  three	  days	  I	  couldn’t	  eat	  
very	  much,	  I	  couldn’t	  drink	  very	  much,	  I	  was	  completely	  zapped,	  by	  the	  reality	  that	  life	  actually	  
does	  go	  on.	  I	  saw	  too	  much	  stuff	  to	  be	  man-­‐made	  (Paranthropology,	  2009).	  
	  
This	  account,	  whether	  the	  actuality	  of	  the	  content	  is	  believed	  or	  not,	  aids	  the	  argument	  that	  
experiential	  knowledge	  is	  powerful,	  illustrating	  that	  ‘being	  there’	  is	  key	  in	  mediating	  meanings	  and	  
values.	  To	  place	  this	  experiential	  knowledge	  in	  a	  context	  of	  how	  the	  relationship	  differs	  when	  
Spiritualism	  is	  consumed	  through	  technology	  such	  as	  cable	  television,	  we	  can	  take	  this	  a	  step	  
further.	  Baker	  et	  al.	  argue	  that:	  
	  
in	  using	  experiential	  learning	  in	  his	  [David	  Kolb]	  teaching	  over	  the	  years,	  he	  has	  noticed	  that	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experiences	  alone,	  be	  they	  classroom	  simulations,	  exercises,	  internships,	  or	  field	  projects,	  
produce	  some	  learning,	  but	  when	  learners	  participate	  in	  conversations	  about	  the	  experiences,	  
learning	  is	  greatly	  enhanced	  (2002:	  x).	  
	  
Kolb	  here	  argues	  the	  importance	  of	  a	  collective	  experience	  of	  the	  real	  when	  learning	  and	  
deciphering	  meanings.	  Technology	  In	  this	  context	  has	  distanced	  the	  participant	  from	  the	  genuine	  
event	  or	  practice,	  disrupting	  their	  ontological	  and	  cognitive	  processes	  of	  understanding	  what	  they	  
are	  viewing,	  therefore	  enabling	  a	  displacement	  of	  the	  Spiritualist	  meanings	  and	  theological	  beliefs,	  
which	  are	  reduced	  to	  spectacular	  signs	  and	  motifs.	  
	   The	  Spiritualist	  television	  show	  exists	  like	  everything	  else	  in	  the	  commercial	  media	  space,	  
sitting	  in	  a	  triangle	  between	  advertisers	  and	  the	  audience.	  In	  a	  secular	  capitalist	  society,	  the	  
programme	  is	  reliant	  upon	  the	  other	  points	  of	  this	  triangle	  for	  survival.	  With	  this	  in	  mind,	  what	  also	  
needs	  to	  be	  taken	  into	  consideration	  is	  how	  the	  producers	  of	  the	  contemporary	  Spiritualist	  
programmes	  construct	  the	  shows	  with	  a	  both	  a	  populist	  and	  financial	  perspective.	  	  
	   The	  modes	  of	  broadcast,	  from	  the	  production	  technology	  to	  the	  narrative	  form	  that	  is	  cut	  
together	  to	  tell	  the	  story	  on-­‐screen,	  all	  play	  a	  part	  in	  how	  Spiritualism	  within	  contemporary	  society	  
has	  become	  detached	  from	  its	  original	  meaning	  and	  theological	  value	  and	  transformed	  into	  a	  
packaged	  on-­‐screen	  product	  that	  pleases	  audiences	  from	  a	  spectacular	  point	  of	  view	  and	  also	  
attracts	  advertisers.	  
	   In	  view	  of	  this	  the	  decoding	  of	  Spiritualism	  on	  contemporary	  television	  must	  take	  the	  social	  
and	  financial	  implications	  into	  consideration.	  One	  of	  the	  main	  areas	  that	  mediates	  the	  meanings	  
generated	  from	  contemporary	  Spiritualism	  on	  television	  is	  how	  it	  is	  received	  in	  an	  ontological	  sense:	  
how	  an	  individual	  experiences	  and	  feels	  about	  what	  they	  are	  being	  presented	  with	  in	  terms	  of	  
notions	  of	  existence,	  whether	  that	  be	  their	  own,	  or	  the	  existence	  of	  any	  entity	  they	  are	  being	  
presented	  with	  through	  the	  programmes’	  content.	  
	   In	  contemporary	  society,	  it	  is	  understandable	  that	  there	  is	  a	  softening	  of	  theological	  values	  
and	  meanings	  within	  Spiritualist	  programmes.	  This	  softening	  is	  in	  line	  with	  society’s	  dominant	  forms	  
such	  as	  a	  secularisation	  and	  commodification	  of	  life	  and	  beliefs	  (Gottdiener,	  2000),	  while	  dominant	  
frames	  of	  scientific	  thinking	  still	  possesses	  a	  rationalist	  ordering	  on	  contemporary	  understandings,	  
particularly	  with	  regard	  to	  Spiritualism	  and	  the	  paranormal.	  This	  has	  a	  knock-­‐on	  effect	  as	  to	  how	  the	  
audience	  contextualise	  and	  interpret	  the	  messages	  contained	  within	  a	  broadcast.	  Turner	  explores	  
science’s	  omnipotent	  paradigm	  and	  the	  effects	  it	  has	  on	  peoples	  thinking	  towards	  notions	  of	  
Spiritualism	  and	  the	  paranormal.	  	  Using	  the	  term	  'positivist	  denial'	  (1997)	  Turner	  explains	  how	  
contemporary	  society	  regards	  Spiritualism	  and	  the	  possibility	  of	  paranormal	  incidents	  occurring.	  This	  
theory	  explores	  how	  through	  society’s	  inbuilt	  predominant	  scientific	  understandings	  of	  the	  ‘real,’	  
any	  perceived	  metaphysical	  events	  outside	  of	  this	  rational	  framework	  are	  explained	  through	  other	  
rationalisations	  and	  explanations.	  This	  theory	  presents	  evidence	  that	  television	  shows	  that	  feature	  
elements	  of	  the	  spiritual	  may	  know	  that	  segments	  of	  the	  audience	  are	  watching	  without	  believing;	  in	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this	  dynamic,	  once	  again	  the	  spectacle	  becomes	  the	  important	  mode	  of	  communication	  with	  the	  
audience,	  rather	  than	  engaging	  them	  with	  the	  metaphysical	  event,	  Spiritualist	  belief	  systems	  or	  




The	  Contemporary	  Ghost	  Show	  
The	  teams	  producing	  the	  contemporary	  Spiritualist	  /	  ghost	  hunting	  programme	  arguably	  possess	  a	  
clear	  knowledge	  of	  all	  the	  technological	  and	  narrative	  modes	  of	  spectacle	  creation	  unpacked	  within	  
this	  chapter,	  including	  the	  authentic	  seeming	  scenarios	  captured	  on	  cameras	  that	  permeate	  every	  
room,	  the	  Spiritualist	  medium	  that	  can	  communicate	  with	  the	  dead	  and	  the	  parapsychologist,	  who	  
can	  connect	  with	  the	  non-­‐believers	  and	  provide	  an	  underpinning	  of	  rational	  thought	  within	  the	  
programme.	  
	   The	  parapsychologist	  possesses	  two	  roles	  within	  the	  programme,	  the	  first	  of	  which	  is	  to	  give	  
the	  programme	  scientific	  authority	  (in	  much	  the	  same	  way	  as	  fake	  parapsychologist	  Dr	  Lin	  Pascoe	  in	  
the	  hoax	  GhostWatch),	  where	  the	  expert	  is	  there	  to	  signify	  the	  unbiased	  nature	  of	  the	  production	  
team,	  arguably	  enhancing	  the	  hyperreality	  of	  the	  show,	  where	  the	  audience	  believe	  that	  they	  are	  
getting	  a	  well	  rounded	  perspective	  on	  what	  is	  going	  on.	  The	  parapsychologist	  is	  also	  there	  to	  provide	  
a	  rational	  approach	  to	  Spiritualist	  communication	  with	  the	  dead,	  forming	  the	  embodiment	  of	  
Turner’s	  ‘positivist	  denial,’	  where	  we	  see	  the	  social	  prevailing	  pressures	  of	  science	  infiltrating	  the	  
exploration	  of	  paranormal,	  where	  the	  debunking	  of	  any	  strange	  or	  unusual	  occurrence	  is	  explained	  
away	  (in	  most	  cases)	  in	  a	  rational	  sense,	  by	  most	  importantly	  (for	  a	  audience	  familiar	  with	  the	  
dominance	  of	  science	  in	  contemporary	  society)	  a	  scientist.	  The	  role	  of	  the	  parapsychologist	  became	  
a	  requirement	  by	  the	  television	  regulatory	  body	  Ofcom	  post	  2003	  for	  any	  programme	  that	  was	  
deemed	  to	  be	  presenting	  occult	  practices.	  During	  an	  interview	  for	  White	  Noise	  paranormal	  radio26	  Dr	  
Ciarán	  O'Keeffe,	  the	  Most	  Haunted	  parapsychologist27	  explained	  why	  he	  feels	  his	  role,	  as	  a	  
parapsychologist,	  is	  so	  fundamental	  to	  the	  show:	  
	  
I	  think	  people	  need	  to	  question	  what	  they	  see	  and	  I	  think	  if	  I	  stick	  with	  the	  show,	  then	  at	  least	  
if	  I’m	  changing	  people’s	  minds	  about	  things,	  I	  am	  very	  vocal	  about	  my	  feelings	  about	  the	  
phenomena,	  and	  I	  think	  if	  you	  look	  at	  the	  progression	  of	  the	  show	  and	  the	  way	  people	  view	  
certain	  paranormal	  things,	  it	  has	  changed	  (White	  Noise	  Paranormal	  Radio,	  n.d).	  	  	  
	  
The	  ambiguity	  of	  a	  programme	  such	  as	  Most	  Haunted	  and	  its	  hyperreality	  emanate	  from	  a	  blurring	  
of	  what	  is	  authentic	  and	  what	  is	  stylised,	  to	  enhance	  a	  spectacle.	  During	  the	  Weird	  10	  conference	  
O'Keeffe	  was	  questioned	  about	  his	  position	  on	  the	  paranormal	  events	  of	  the	  show:	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26	  Available	  online	  at:	  http://whitenoiseradio.webs.com/	  
27	  O’Keeffe	  first	  appeared	  on	  Most	  Haunted	  in	  2003	  during	  Series	  Three	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you’ll	  never	  hear	  me	  say	  “rubbish”…because	  even	  though	  it’s	  a	  TV	  production,	  there	  is	  also	  a	  
skeptical	  side	  to	  it,	  in	  terms	  of,	  I	  have	  to	  remain	  skeptical,	  we	  are	  visiting	  haunted	  locations	  at	  
the	  end	  of	  the	  day.	  Leave	  aside	  that	  it’s	  a	  TV	  production,	  these	  are	  genuinely	  haunted	  
locations.	  People	  have	  experiences	  in	  them,	  and	  maybe	  what	  we’re	  dealing	  with	  is	  a	  huge	  
giant	  haystack,	  and	  maybe	  there’s	  the	  odd	  needle	  of	  interesting	  occurrences	  in	  the	  hundreds	  
and	  hundreds	  of	  locations	  we’ve	  been	  investigating	  for	  the	  show	  (2010).	  
	  
Here	  O’Keeffe	  clarifies	  that	  he	  knows	  that	  he	  is	  appearing	  in	  a	  television	  programme,	  the	  importance	  
for	  him	  being	  the	  incidences	  of	  haunting	  or	  the	  experiences	  of	  people	  who	  have	  seen	  spectres.	  He	  is	  
also	  suggesting	  that	  through	  his	  work	  on	  the	  show	  he	  is	  actually	  trying	  to	  balance	  the	  privileging	  of	  
spectacle.	  	  
	   Despite	  Most	  Haunted’s	  narrative	  of	  Spiritualist	  devices	  (séances,	  table	  tipping	  and	  
mediumistic	  communications),	  the	  Spiritualist	  doctrinal	  components	  and	  beliefs	  are	  left	  unexplained	  
because	  only	  the	  spectacle	  of	  haunting	  itself	  attains	  importance.	  Broadcast	  Spiritualism	  offers	  only	  
stylistic	  images,	  where	  the	  philosophies	  and	  debates	  surrounding	  the	  actual	  belief	  systems	  and	  
overall	  framework	  and	  traditions	  are	  absent,	  instead	  production	  techniques	  provide	  a	  visceral	  
intrigue	  and	  preference	  the	  spectacularisation	  of	  the	  topic.	  	  
	   Turning	  to	  the	  question	  of	  contemporary	  visual	  production	  techniques,	  Darley	  has	  found	  
that:	  
	  
from	  the	  mid-­‐1980s	  onwards	  various	  modes	  of	  digital	  imaging	  finally	  established	  a	  significant	  
presence	  within	  the	  moving	  image	  forms	  of	  mass	  culture.	  Two	  somewhat	  distinct	  strands	  of	  
research	  and	  development	  underpin	  this	  advance	  and	  yet	  they	  are	  often	  closely	  related	  in	  
terms	  of	  their	  deployment	  in	  the	  production	  of	  the	  moving	  image	  texts.	  They	  are	  commonly	  
referred	  to	  as	  "image	  manipulation"	  and	  "image	  synthesis"	  (2000:	  18).	  	  
	  
It	  is	  this	  kind	  of	  image	  manipulation	  that	  is	  at	  the	  heart	  of	  some	  of	  the	  most	  prolific	  television	  
programmes	  that	  explore	  Spiritualism.	  Most	  Haunted	  relies	  heavily	  on	  post-­‐processing	  production	  
techniques.	  A	  lot	  of	  the	  film	  that	  is	  presented	  to	  the	  viewer	  regarding	  the	  haunted	  locations	  they	  are	  
reviewing	  is	  edited	  in	  such	  a	  way	  that	  the	  end	  product	  presents	  the	  impression	  of	  a	  horror	  movie	  
sequence.	  The	  production	  team	  uses	  sound	  and	  editing	  techniques	  that	  jump	  or	  are	  made	  to	  put	  the	  
consumer	  into	  a	  heightened	  state	  of	  tension.	  The	  significance	  of	  this	  post-­‐processing	  method	  is	  that	  
the	  roots	  of	  the	  particular	  visual	  elements	  are	  appropriated	  from	  in	  the	  overall	  framework	  and	  
language	  of	  the	  Victorian	  Gothic	  ghost	  story,	  a	  very	  visceral	  and	  spectacular	  narrative.	  Both	  Hill	  
(2010)	  and	  Heholt	  (2012)	  discuss	  contemporary	  paranormal	  television’s	  appropriation	  of	  stylistics	  
from	  the	  Gothic	  novel.	  	  
	   The	  Woman	  in	  Black	  (ITV,	  1989)	  was	  a	  precursor	  to	  the	  contemporary	  paranormal	  television	  
show.	  It	  was	  a	  ghost	  story	  directed	  by	  Herbert	  Wise	  and	  was	  transmitted	  on	  ITV	  on	  Christmas	  Eve.	  
The	  programme	  featured	  a	  mix	  of	  the	  traditional	  Victorian	  ghost	  story	  narrative	  and	  emerging	  
contemporary	  post-­‐processing	  production	  techniques.	  The	  plot	  itself	  focuses	  around	  protagonist	  
Arthur	  Kipps	  and	  his	  association	  with	  the	  creepy	  and	  eerie	  Eel	  Marsh	  House,	  which	  has	  a	  graveyard	  
 73	  
and	  a	  pale	  faced	  lady	  (ghost)	  dressed	  all	  in	  black	  that	  frequents	  the	  area.	  The	  actual	  content	  of	  the	  
story	  is	  simple	  in	  nature,	  drawing	  upon	  a	  traditional	  Victorian	  notion	  of	  the	  ghostly	  paranormal.	  
What	  makes	  this	  production	  stand	  out	  is	  the	  way	  in	  which	  it	  is	  cut	  together.	  The	  whole	  set	  plays	  on	  
all	  the	  traditions	  of	  the	  ghost	  story,	  from	  the	  classic	  English	  graveyard	  with	  its	  leaning	  gravestones,	  
through	  to	  the	  mist	  that	  occupies	  the	  whole	  area	  and	  lots	  of	  cobwebs.	  The	  production	  techniques	  
are	  filmic	  in	  their	  execution	  including	  the	  utilisation	  of	  sound	  to	  create	  suspense.	  At	  that	  point	  when	  
lead	  character	  Kipps	  is	  in	  the	  graveyard	  discordant	  music	  is	  heard,	  coming	  to	  a	  climax	  when	  the	  
woman	  in	  black	  appears.	  The	  role	  of	  the	  camera	  at	  this	  point	  in	  the	  production	  process	  is	  key.	  The	  
use	  of	  close-­‐up	  shots	  of	  the	  woman	  is	  juxtaposed	  against	  close-­‐up	  shots	  on	  Kipps	  who	  is	  becoming	  
increasingly	  petrified.	  During	  this	  time	  the	  music	  that	  is	  part	  of	  the	  production	  process	  is	  once	  again	  
providing	  discordance	  and	  unease	  for	  the	  audience.	  Kipps	  at	  this	  point	  runs	  for	  the	  relative	  safety	  of	  
Eel	  Marsh	  House	  whereupon	  the	  discordant	  music	  stops	  when	  he	  slams	  the	  door.	  This	  description	  of	  
the	  processes	  involved	  highlights	  little	  about	  the	  actual	  content	  of	  what	  is	  going	  on	  yet	  shows	  how	  
the	  production	  process	  is	  critical	  in	  providing	  meaning	  for	  the	  audience	  and	  ways	  of	  reading	  this	  
situation.	  	  
	   Throughout	  this	  exploration	  of	  the	  form	  of	  modern	  mass	  digital	  media,	  Spiritualism,	  and	  its	  
portrayal	  in	  the	  media,	  has	  taken	  on	  more	  secular	  meanings	  and	  values.	  The	  media	  itself,	  and	  the	  
nature	  of	  what	  it	  is	  technologically,	  has	  consequences	  for	  how	  meaning	  is	  encoded	  and	  decoded;	  all	  
of	  these	  elements	  will	  have	  some	  shaping	  of	  meaning	  and	  value	  for	  the	  audience.	  It	  is	  also	  important	  
to	  remember	  that	  the	  whole	  process	  and	  form,	  particularly	  of	  broadcast	  media,	  is	  a	  different	  
tradition	  altogether	  from	  that	  of	  theology	  and	  anything	  of	  a	  theological	  framework.	  Contemporary	  
media	  operates	  in	  a	  different	  system;	  its	  values	  and	  dominant	  ideology	  are	  based	  in	  the	  movement	  
of	  secularisation,	  so	  far	  removed	  from	  the	  Spiritualist	  theological	  framework.	  Television	  in	  particular	  
within	  21st-­‐century	  Britain	  is	  obsessed	  with	  aesthetic	  elements	  and	  form.	  This	  point	  is	  highlighted	  
once	  again	  by	  Darley:	  	  
	  
technology,	  and	  the	  various	  forms	  that	  it	  assumes,	  is	  viewed	  as	  ‘structuring	  the	  world	  
directly’.	  In	  the	  sphere	  of	  culture	  this	  implies	  a	  theory	  that	  privileges	  the	  particularities	  of	  a	  
technological	  form	  and	  how	  it	  induces	  certain	  relations,	  experiences	  and	  effects,	  over,	  say,	  
looking	  at	  the	  content	  or	  meanings	  contained	  in	  its	  various	  mediations	  (2000:	  60).	  
	  
A	  framework	  of	  commercialism,	  secular	  interests	  in	  spectacle,	  celebrity	  and	  an	  overpowering	  focus	  
on	  style	  and	  identity	  mediates	  the	  values	  that	  broadcast	  media	  have	  over	  substance.	  This	  is	  far	  
removed	  from	  the	  driving	  forces	  of	  Spiritualism,	  where	  importance	  of	  the	  soul	  is	  paramount	  rather	  
than	  any	  materialistic	  following	  of	  styles	  or	  trends.	  Television	  as	  a	  form	  presents	  the	  consumer	  with	  
a	  certain	  recognised	  structure	  and	  language	  they	  will	  already	  understand	  how	  to	  decode	  through	  
experiencing	  other	  television	  programmes,	  and	  filmic	  devices.	  It	  is	  these	  devices	  and	  the	  methods	  of	  
presenting	  images	  and	  narrative	  that	  shapes	  the	  meanings	  and	  values	  or	  any	  content	  that	  is	  being	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presented.	  This	  highlights	  a	  shift	  from	  meanings	  and	  values	  associated	  with	  the	  topic	  concerned	  
through	  to	  meanings	  and	  values	  being	  generated	  by	  the	  form	  by	  which	  they	  are	  being	  transmitted,	  
in	  this	  case	  television.	  
	   When	  considering	  the	  nature	  of	  the	  production	  process,	  large	  amounts	  of	  the	  contemporary	  
representations	  of	  Spiritualism	  are	  filmed	  in	  a	  cinematic	  tradition,	  where	  styles	  and	  sound	  motifs	  
(often	  from	  the	  horror	  genre)	  are	  used	  to	  forge	  meaning	  for	  the	  audience.	  Programmes	  such	  as	  Most	  
Haunted,	  Scream	  Team	  and	  Derek	  Acorah's	  Ghost	  Towns	  are	  all	  constructed	  using	  production	  
techniques	  synonymous	  with	  the	  horror	  film	  genre,	  where	  the	  paranormal	  activity	  takes	  the	  place	  of	  
the	  monster	  and	  is	  placed	  outside	  of	  rational	  understandings.	  Bordwell	  and	  Thompson	  analyse	  the	  
narrative	  dynamic	  of	  the	  horror	  film	  stating	  that	  its:	  
	  
characteristic	  themes	  also	  stem	  from	  the	  intended	  response.	  If	  the	  monster	  horrifies	  us	  
because	  it	  violates	  the	  laws	  of	  nature	  we	  know,	  the	  genre	  is	  well	  suited	  to	  suggest	  the	  limits	  of	  
human	  knowledge.	  It	  is	  probably	  significant	  that	  the	  sceptical	  authorities	  who	  must	  be	  
convinced	  of	  the	  monsters	  existence	  are	  often	  scientists	  (1997:	  58).	  	  
	  
Thus	  we	  can	  read	  the	  contemporary	  ghost	  hunting	  show	  in	  the	  same	  way;	  the	  ghost	  assumes	  the	  
monster’s	  role	  and	  the	  parapsychologist	  is	  the	  scientist	  who	  offers	  this	  notion	  of	  positive	  denial	  by	  
suggesting	  that	  perceived	  paranormal	  or	  Spiritualist	  experiences	  on-­‐screen	  are	  explainable	  through	  
completely	  rational	  understandings	  of	  the	  world.	  
	   Stevenson	  also	  discusses	  television	  and	  the	  media	  form	  in	  relation	  the	  encoding	  of	  meaning,	  
drawing	  on	  Baudrillard's	  work	  stating	  'the	  system	  of	  mass	  communication	  has	  instituted	  a	  one-­‐way	  
flow	  of	  information	  from	  sender	  to	  receiver'	  (2002:	  166).	  With	  this	  one-­‐way	  flow	  of	  information,	  
how	  can	  the	  consumer	  be	  sure	  that	  their	  interpretation	  of	  the	  meanings	  and	  values	  is	  the	  intended	  
one?	  If	  we	  accept	  this	  flow	  of	  one-­‐way	  information,	  and	  an	  ever	  expanding	  set	  of	  complex	  meanings	  
being	  generated	  through	  post	  production	  and	  stylistic	  approaches	  to	  presenting	  Spiritualist	  content,	  
there	  is	  room	  for	  distortion	  of	  meaning	  and	  a	  broken	  relationship	  between	  the	  sign	  and	  signified.	  
McLuhan	  reinforces	  this	  position	  that	  media	  offers	  a	  one-­‐way	  flow	  of	  information	  where	  power	  
resides	  with	  the	  author	  of	  the	  content:	  
	  
The	  business	  of	  the	  writer	  or	  the	  filmmaker	  is	  to	  transfer	  the	  reader	  or	  viewer	  from	  one	  world,	  
his	  own,	  to	  another,	  the	  world	  created	  by	  typography	  and	  film.	  That	  is	  so	  obvious,	  and	  
happens	  so	  completely,	  that	  those	  undergoing	  the	  experience	  accept	  it	  subliminally	  and	  
without	  critical	  awareness	  (2001:	  311).	  	  
	  
This	  reaffirms	  the	  notion	  it	  is	  the	  media	  itself	  that	  builds	  and	  maintains	  a	  framework	  of	  meanings	  
and	  interpretations.	  
	   The	  similarities	  of	  film	  and	  television	  come	  in	  the	  form	  of	  what	  is	  captured	  and	  passed	  on	  to	  
the	  audience	  by	  the	  Camera.	  This	  enables	  those	  consuming	  to	  become	  a	  voyeur,	  Darley	  explains:	  	  
	  
 75	  
through	  the	  movie	  camera,	  the	  spectator	  of	  the	  narrative	  film	  is	  assigned	  a	  delegated	  mobility	  
which	  provides	  anonymous	  ‘entry’	  to	  the	  physical	  space	  or	  world	  of	  the	  story	  and	  its	  
characters	  (2000:	  48).	  	  
	  
It	  is	  this	  mobility	  within	  the	  space	  and	  world	  of	  the	  contemporary	  Spiritualist	  television	  show	  that,	  
whilst	  it	  offers	  on	  the	  face	  of	  it	  a	  certain	  level	  of	  verisimilitude,	  also	  has	  the	  effect	  of	  presenting	  the	  
viewer	  with	  content	  that	  can	  be	  received	  and	  framed	  in	  a	  similar	  fashion	  to	  a	  fictional	  film.	  This	  
again	  has	  implications	  for	  further	  shifts	  in	  meaning,	  and	  the	  believability	  of	  the	  narrative.	  
	   Television	  is	  a	  public	  event,	  yet	  audiences	  consume	  television	  largely	  in	  a	  private	  setting,	  
often	  at	  home	  sometimes	  on	  their	  own,	  so	  often	  it	  is	  left	  to	  the	  individual	  to	  decode	  the	  meanings	  
and	  symbols	  of	  the	  contemporary	  Spiritualist	  programme.	  Silverstone	  suggests	  that:	  
	  
television	  is	  both	  the	  object	  and	  medium	  within	  this	  domesticity.	  Our	  choice	  of	  technology,	  
our	  incorporation	  of	  it	  into	  the	  private	  spaces,	  times	  and	  practices	  of	  our	  homes	  is	  paralleled	  
by	  the	  same	  kind	  of	  choices	  that	  we	  make	  with	  respect	  to	  programs	  in	  the	  work	  we	  do	  on	  
them	  both	  inside	  and	  outside	  of	  domestic	  space:	  to	  make	  them	  our	  own	  (1994:	  175).	  	  
	  
It	  is	  this	  appropriation	  and	  how	  we	  make	  them	  our	  own	  that	  is	  critical	  to	  the	  meanings	  that	  are	  
allocated	  to	  programmes.	  In	  this	  paradigm	  the	  camera	  is	  king;	  it	  is	  this	  mobile	  device	  that	  enables	  
the	  producers	  of	  the	  programme	  to	  infiltrate	  the	  domestic	  space,	  to	  put	  into	  view	  anything	  they	  
perceived	  as	  being	  important	  to	  the	  narrative,	  and	  in	  opposition,	  exclude	  anything	  they	  decide	  is	  not	  
important	  to	  the	  visual	  style.	  This	  is	  a	  balance	  of	  power	  that	  is	  exerted	  by	  a	  system	  that	  is	  heavily	  
weighted	  in	  favour	  of	  the	  producer,	  while	  the	  consumer	  takes	  the	  passive	  role.	  Televisual	  media	  uses	  
a	  bank	  of	  common	  signs,	  understandings	  and	  knowledge’s	  that	  the	  audience	  rely	  on,	  with	  Spiritualist	  
programmes,	  images	  of	  séances,	  table	  tipping,	  orbs	  and	  the	  Spiritualist	  medium;	  these	  are	  the	  signs	  
that	  have	  become	  stylised	  through	  the	  media	  form	  and	  provide	  the	  shift	  in	  overall	  meaning	  towards	  
motifs	  of	  on-­‐screen	  spectacle.	  	  	  
	   One	  oppositional	  stance	  regarding	  this	  imposed	  set	  of	  values	  and	  meanings	  by	  the	  media	  is	  
the	  notion	  that	  the	  consumer	  is	  in	  charge	  and	  able	  to	  shape	  the	  reading	  of	  what	  is	  presented	  to	  
them.	  McCarthy	  cites	  Hartley	  (1992)	  commenting	  that	  'each	  TV	  programme	  may	  be	  all	  the	  same	  for	  
all	  the	  millions	  of	  its	  viewers,	  but	  what's	  'on	  TV'	  -­‐	  literally	  on	  it	  -­‐	  is	  never	  the	  same;	  it's	  always	  
personal,	  private	  and	  significant'	  (2001:	  11).	  This	  is	  problematic	  within	  my	  study	  of	  contemporary	  
Spiritualist	  television.	  The	  framework	  for	  making	  a	  television	  programme	  your	  own	  is	  very	  limited	  
within	  the	  paratainment	  text,	  the	  production	  is	  heavily	  weighted	  to	  enforce	  meaning	  and	  present	  a	  
specific	  style,	  with	  production	  assuming	  a	  film-­‐like	  set	  of	  scenarios	  and	  shots,	  methods	  such	  as	  for	  
the	  replay	  (of	  on-­‐screen	  ‘paranormal’	  events)	  direct	  the	  viewer	  to	  believe	  a	  paranormal	  event	  has	  
occurred,	  there	  is	  little	  room	  for	  a	  personal	  and	  private	  experience	  as	  McCarthy	  is	  saying.	  	  
	   The	  personal	  experience	  of	  the	  séance	  becomes	  modified	  in	  media	  Spiritualism.	  What	  
television	  does	  as	  a	  medium,	  through	  its	  form	  and	  technological	  dominant	  values	  is	  deny	  the	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consumer	  the	  ability	  to	  engage	  with	  these	  theological	  aspects	  in	  what	  may	  be	  termed	  the	  private	  
experience	  where	  participation	  opens	  up	  a	  two-­‐way	  flow	  of	  information.	  Television	  as	  the	  antithesis	  
to	  this	  delivers	  information	  discarding	  the	  two-­‐way	  negotiation	  of	  meanings,	  replacing	  this	  with	  a	  
one-­‐way	  flow	  of	  information	  with	  a	  constructed	  meaning.	  The	  danger	  for	  a	  misinterpretation	  or	  
worse,	  a	  complete	  shift	  of	  meaning	  occurs	  because	  of	  the	  inability	  to	  negotiate	  meaning	  through	  a	  
cognitive	  approach,	  taking	  in	  the	  experience	  as	  a	  whole.	  This	  is	  a	  significant	  problem	  for	  the	  delivery	  
of	  a	  true	  experience,	  one	  that	  is	  not	  weighted	  by	  production	  values	  and	  language.	  
	   Here	  technology	  and	  its	  effect	  on	  the	  meanings	  and	  theological	  discourse	  surrounding	  
Spiritualism	  can	  be	  seen	  not	  only	  in	  the	  method	  of	  delivery	  but	  the	  form	  of	  the	  content.	  The	  way	  in	  
which	  the	  consumer	  is	  situated	  within	  the	  programme	  is	  critical	  to	  their	  understanding	  of	  it	  in	  terms	  
of	  a	  piece	  of	  reality	  or	  a	  constructed	  cinematic	  piece.	  The	  contemporary	  ghost	  show	  is	  what	  may	  be	  
interpreted	  in	  twenty-­‐first	  century	  cultural	  understandings	  as	  infotainment	  or	  docu-­‐tainment.	  The	  
framework	  of	  this	  emerging	  tradition	  is	  the	  situation	  of	  entertainment	  programmes	  with	  a	  factual	  
underpinning,	  where	  documented	  stories	  of	  hauntings	  and	  facts	  about	  the	  locations	  or	  people	  and	  
dates	  are	  presented	  through	  methods	  of	  entertainment	  and	  stylistic	  hyperreal	  production.	  Camera	  
placement	  and	  production	  processes	  are	  in	  charge	  of	  the	  audience,	  and	  like	  a	  storyteller	  who	  inserts	  
their	  own	  comments	  and	  opinions,	  a	  simulation	  occurs	  displacing	  the	  genuine	  event.	  	  	  
	   The	  relationship	  between	  the	  form	  (or	  the	  delivery	  of	  contemporary	  broadcast	  media)	  and	  
that	  of	  filmic	  tradition	  presents	  problematic	  areas	  when	  negotiating	  meaning	  for	  the	  audience.	  
When	  watching	  contemporary	  ghost	  hunting	  television	  shows,	  the	  consumer's	  mind	  is	  reading	  the	  
images	  in	  line	  with	  filmic	  representations.	  With	  the	  production	  techniques	  employed	  in	  Spiritualist	  
television	  shows	  such	  as	  Most	  Haunted	  and	  Scream	  Team	  it	  is	  understandable	  why	  the	  consumer	  
will	  cognitively	  understand	  these	  in	  the	  same	  way	  as	  a	  film.	  As	  the	  production	  techniques	  and	  post-­‐
processing	  involved	  in	  these	  shows	  has	  its	  basis	  in	  the	  horror	  movie	  tradition	  we	  can	  see	  how	  a	  
further	  shift	  in	  meaning	  and	  values	  towards	  readings	  of	  fictional	  narratives	  is	  inevitable,	  giving	  way	  
to	  yet	  a	  further	  removal	  of	  the	  real	  to	  one	  of	  a	  media	  and	  film	  spectacle	  viewed	  with	  a	  certain	  
suspension	  of	  disbelief.	  	  
	   This	  cinematic	  trend	  has	  now	  perforated	  the	  television	  industry,	  whereas	  before	  only	  big	  
budget	  film	  productions	  could	  afford	  the	  spectacular	  effects,	  now	  small	  screen	  productions	  posses	  
the	  same	  technology.	  The	  effect	  that	  this	  has	  had	  is	  that	  the	  audience	  expectations	  for	  televised	  
programming	  has	  changed,	  spectacle	  and	  extraordinaire	  is	  now	  the	  accepted	  experience,	  further	  
reinforcing	  a	  kind	  of	  disconnected	  relationship	  with	  what	  is	  going	  on	  'on	  the	  box'.	  The	  Spiritualist	  
programme,	  dealing	  with	  visual	  and	  audible	  phenomena	  is	  one	  that	  invites	  the	  potential	  for	  special	  
effects,	  however	  as	  the	  blurring	  of	  the	  boundaries	  between	  real	  and	  fake	  becomes	  more	  relaxed	  the	  
drive	  for	  more	  spectacle	  results	  in	  more	  use	  of	  technology	  and	  special	  effects	  within	  Spiritualist	  
television	  programme,	  solidifying	  Spiritualism	  as	  media	  spectacle.
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Chapter	  3	  -­‐	  Contemporary	  Enchantment	  within	  British	  Society	  and	  the	  Nature	  of	  Contemporary	  
Spiritualism	  
The	  previous	  chapter	  examined	  the	  technological	  framework	  of	  the	  contemporary	  ghost	  hunting	  
television	  show,	  unpacking	  the	  complex	  processes	  used	  in	  the	  production	  processes,	  which	  
formulate	  meaning	  for	  its	  audience.	  The	  first-­‐person	  experience	  of	  Spiritualism	  has	  become	  
displaced	  by	  a	  technological	  form	  that	  encodes	  pre-­‐set	  media	  codes	  in	  a	  modus	  operandi	  that	  
heavily	  prioritises	  a	  one-­‐way	  flow	  of	  information	  from	  sender	  to	  receiver.	  It	  is	  these	  technological	  
broadcast	  codes	  that	  have	  created	  a	  virtual	  space,	  one	  that	  usurps	  the	  genuine	  experience,	  
presenting	  instead	  a	  hyperreal,	  specifically	  produced	  to	  heighten	  the	  spectacle	  for	  commercial	  
reasons.	  Spiritualism,	  its	  practices	  and	  dogma,	  through	  technological	  broadcast	  become	  nothing	  
more	  than	  an	  empty	  vehicle	  for	  the	  proliferation	  of	  spectacle.	  Technology,	  in	  this	  context,	  has	  
become	  a	  platform	  for	  disenchantment	  where	  audiences	  are	  presented	  with	  simulations	  of	  
Spiritualism	  that	  do	  not	  enable	  them	  to	  engage	  in	  anything	  spiritual	  in	  nature.	  	  
	   Having	  considered	  Spiritualism	  and	  the	  role	  of	  technology	  shaping	  the	  discourse,	  this	  
chapter	  will	  examine	  areas	  of	  contemporary	  re-­‐enchantment.	  This	  will	  enable	  this	  thesis	  to	  draw	  out	  
the	  origins	  of	  this	  explosion	  of	  contemporary	  Spiritualist	  television,	  looking	  at	  contemporary	  
yearnings	  for	  forms	  of	  enchantment,	  their	  meaning,	  how	  they	  are	  engaged	  with,	  attained	  and	  their	  
commodification	  within	  contemporary	  British	  society.	  This	  chapter	  will	  provide	  an	  exploration	  of	  the	  
various	  forms	  of	  contemporary	  enchanted	  experience,	  extrapolating	  the	  fragmented	  relationship	  
between	  the	  contemporary	  individual	  and	  their	  engagement	  with	  areas	  of	  enchantment.	  The	  scope	  
of	  this	  work	  will	  include	  an	  analysis	  of	  how	  enchantment	  is	  produced,	  and	  how	  these	  are	  
interpreted,	  looking	  at	  the	  various	  forms	  that	  are	  offered	  within	  contemporary	  Britain,	  drawing	  out	  
how	  the	  contemporary	  experience,	  despite	  what	  is	  purported,	  is	  largely	  aesthetic	  in	  substance.	  	  
	   This	  chapter	  examines	  the	  areas	  of	  re-­‐enchantment	  that	  occupy	  British	  everyday	  spaces	  and	  
explores	  how	  these	  conversely	  are	  concealing	  an	  aesthetic	  disenchanted	  experience.	  This	  is	  an	  
important	  area	  when	  unpacking	  the	  overall	  landscape	  of	  the	  rise	  of	  contemporary	  media	  
Spiritualism,	  its	  relationship	  to	  the	  audience	  and	  how	  it	  is	  interpreted.	  The	  chapter	  will	  draw	  out	  
evidence	  of	  pockets	  of	  dissatisfaction	  within	  current	  British	  society,	  these	  pockets	  are	  yearning	  for	  a	  
spiritual	  experience,	  yet	  have	  become	  disenfranchised	  from	  traditional	  liturgy.	  This	  work	  will	  
examine	  notions	  of	  contemporary	  meaningful	  experiences,	  and	  will	  draw	  on	  the	  growing	  ways	  in	  
which	  individuals	  engage	  in	  enchanted	  experiences,	  highlighting	  new	  technological	  spaces	  that	  have	  
opened	  up,	  which	  on	  the	  surface	  may	  hint	  at	  a	  respite	  from	  a	  contemporary	  commoditised	  world,	  
but	  simultaneously	  conceal	  a	  deep	  seated	  force	  for	  disenchantment.	  The	  relationship	  between	  a	  
commodified	  British	  society	  and	  how	  this	  interacts	  with	  notions	  of	  enchantment	  and	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disenchantment	  is	  also	  an	  important	  area	  of	  analysis,	  where	  contemporary	  life	  itself	  is	  removed	  
from	  the	  spiritual	  and	  enchanted,	  packaged	  up,	  given	  a	  price	  and	  placed	  on	  sale.	  Analysis	  of	  key	  
Marxist	  approaches	  to	  consumerism	  through	  Gottdiener	  (2000)	  will	  inform	  how	  society	  has	  become	  
obsessed	  with	  style,	  brand,	  image,	  product	  lifespan	  and	  price.	  
	  
Theorising	  Enchantment	  
There	  are	  two	  significant	  strands	  of	  thought	  when	  theorising	  enchantment:	  Curry	  utilises	  Tolkien's	  
(1947)	  notion	  that:	  'enchantment	  produces	  a	  Secondary	  World	  into	  which	  both	  designer	  and	  
spectator	  can	  enter,	  to	  the	  satisfaction	  of	  their	  senses	  while	  they	  are	  inside;	  but	  in	  its	  purity	  it	  is	  
artistic	  in	  desire	  and	  purpose'	  (1999:	  1),	  whilst	  Bennett	  describes	  enchantment	  as:	  
	  
something	  that	  we	  encounter,	  that	  hits	  us…to	  be	  enchanted	  is	  to	  be	  struck	  and	  shaken	  by	  the	  
extraordinary	  that	  lives	  amid	  the	  familiar	  and	  the	  everyday…to	  be	  simultaneously	  transfixed	  in	  
wonder	  and	  transported	  by	  sense,	  to	  be	  caught	  up	  and	  carried	  away	  —	  enchantment	  is	  
marked	  by	  this	  odd	  combination	  of	  somatic	  effects	  (2001:	  4).	  	  
	  
	   These	  two	  definitions	  of	  enchantment	  feature	  two	  very	  different	  aspects	  of	  the	  
phenomenon.	  Tolkien’s	  theoretical	  understanding	  of	  enchantment	  utilised	  by	  Curry	  relies	  upon	  the	  
visual	  senses	  and	  one’s	  ability	  to	  interpret	  very	  visual	  signs	  and	  signals.	  Bennett's	  interpretation	  
however	  relies	  on	  an	  experiential	  understanding,	  a	  genuine	  experience	  that	  leaves	  an	  individual	  
feeling	  a	  sense	  of	  wonder	  and	  a	  deeper	  connection	  with	  our	  surroundings.	  Whilst	  these	  definitions	  
are	  very	  different	  in	  their	  outlook,	  they	  are	  equally	  relevant	  when	  analysing	  the	  representation	  and	  
engagement	  with	  notions	  of	  a	  contemporary	  re-­‐enchantment.	  Linking	  the	  concept	  of	  enchantment	  
back	  to	  the	  study	  of	  British	  Spiritualism	  in	  the	  media,	  this	  form	  of	  enchantment	  can	  be	  seen	  to	  offer	  
a	  highly	  visual	  representation,	  through	  its	  production	  of	  stylised	  depictions	  of	  haunted	  locations,	  
Spiritualist	  mediums	  and	  paranormal	  events.	  These	  arguably	  provide	  elements	  of	  both	  Curry	  and	  
Bennett’s	  enchantment,	  because	  there	  is	  a	  combination	  of	  a	  highly	  visual	  mode	  of	  production	  of	  
what	  is	  displayed	  on-­‐screen,	  with	  hints	  of	  wonder	  in	  the	  everyday	  provided	  by	  the	  ‘haunted’	  
locations.	  The	  two	  definitions	  go	  some	  way	  in	  highlighting	  the	  fragmentation	  within	  contemporary	  
Britain	  in	  relation	  to	  audience	  responses	  and	  consumptions	  of	  enchantment,	  but	  do	  not	  unravel	  the	  
reasons	  as	  to	  why	  enchantment	  (in	  all	  its	  forms)	  is	  sought	  by	  the	  contemporary	  individual.	  	  	  
	   Whilst	  science	  provides	  dominant	  forces	  when	  articulating	  disenchantment	  within	  society,	  
both	  the	  commodification	  and	  ‘mediatization’	  (Lundby,	  2009)	  of	  contemporary	  British	  culture	  have	  
also	  played	  their	  parts	  in	  further	  displacing	  notions	  of	  an	  enchantment	  and	  furthering	  the	  temporary	  
virtual	  and	  immersive	  experience	  that	  Curry	  alludes	  to.	  Lundby	  suggests	  that	  society	  has	  become	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media	  saturated,	  an	  all-­‐encompassing	  technological	  necessity	  that	  controls	  how	  everything	  is	  
interpreted,	  from	  politics,	  commerce	  and	  the	  way	  individuals	  interact	  (2009:	  2).	  He	  does	  in	  fact	  
almost	  go	  as	  far	  as	  saying	  that	  without	  media	  there	  would	  be	  an	  implosion,	  a	  postmodern	  dark	  ages,	  
alluding	  to	  media	  as	  the	  creator	  of	  all	  meaning	  for	  the	  everyday.	  	  
	  
Enchantment	  of	  British	  Culture	  in	  Crisis	  
The	  whole	  landscape	  of	  enchantment	  within	  British	  society	  cannot	  be	  discussed	  fully	  without	  
exploring	  Max	  Weber	  and	  his	  theoretical	  framing	  of	  the	  disenchantment	  of	  modern	  society.	  Sherry	  
recounts	  Weber’s	  original	  case28	  for	  disenchantment:	  
	  
the	  rationalization	  which	  has	  brought	  about	  the	  disenchantment	  of	  the	  world	  includes	  both	  
modern	  capitalist	  industry	  and	  bureaucratisation,	  which	  have	  helped	  to	  bring	  about	  the	  
separation	  of	  public	  and	  private	  life	  and	  the	  consequent	  impersonality	  of	  modern	  cities;	  and	  
also	  the	  understanding	  of	  the	  world	  as	  a	  “causal	  mechanism”,	  produced	  by	  “rational,	  
empirical	  knowledge”	  (2009:	  370).	  	  
	  
In	  Weber’s	  speech	  Science	  as	  a	  Vocation	  delivered	  to	  audiences	  in	  Munich	  in	  1917	  he	  noted	  that	  'the	  
fate	  of	  our	  times	  is	  characterized	  by	  rationalisation	  and	  intellectualisation	  and,	  above	  all,	  by	  the	  
“disenchantment	  of	  the	  world”’	  (Gerth	  and	  Mills,	  1974:	  51).	  	  
	   This	  goes	  some	  way	  to	  understanding	  where	  Weber	  positioned	  his	  argument:	  it	  is	  society’s	  
rationalisation	  and	  reliance	  on	  scientific	  knowledge	  that	  has	  undermined	  the	  ability	  of	  the	  individual	  
to	  engage	  with	  notions	  of	  the	  enchanted	  through	  senses	  of	  wonder.	  Weber	  sees	  empirical	  
knowledge	  and	  reliance	  upon	  science	  as	  a	  barrier	  that	  blocks	  the	  path	  of	  people	  being	  able	  to	  
experience	  something	  that	  is	  metaphysical,	  abstract	  and	  spiritual	  in	  nature.	  	  
	   In	  this	  framework,	  people	  can	  no	  longer	  express	  and	  interpret	  the	  world	  in	  ways	  that	  don't	  
offer	  scientific	  value	  and	  physical	  reality.	  The	  notion	  of	  abstract	  becomes	  sidelined,	  replaced	  by	  hard	  
facts	  and	  figures.	  This	  whole	  idea	  is	  embodied	  by	  the	  understanding	  that	  rationalisation	  has	  reduced	  
the	  spiritual	  and	  wonder	  of	  life	  into	  the	  mundane	  and	  everyday,	  where	  society	  is	  no	  longer	  a	  
fascinating,	  living,	  breathing,	  organic	  life	  form	  but	  one	  that	  is	  overseen	  by	  a	  scientific	  autocracy.	  In	  
this	  paradigm	  notions	  of	  interrogation	  and	  the	  importance	  of	  empirical	  information	  take	  precedence	  
alongside	  labouring	  tasks	  such	  as	  work	  which	  all	  serve	  to	  expel	  wonder	  and	  contemplation	  of	  the	  
spiritual	  nature	  of	  existence,	  preferencing	  instead	  the	  ordering	  of	  society	  into	  the	  process	  of	  
categorisation,	  attaining	  a	  level	  of	  a	  measurable	  mundane.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
28	  Weber’s	  original	  thoughts	  came	  from	  a	  personal	  essay	  in	  1915.	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   According	  to	  this	  view,	  anything	  that	  could	  not	  be	  categorised	  (and	  analysed	  in	  a	  rational	  
and	  logical	  sense)	  had	  lost	  all	  meaning	  and	  relevance.	  Bernstein	  unpacks	  Weber	  further	  and	  the	  
implications	  for	  the	  contemporary	  individual:	  
	  
loss	  of	  meaning	  meant	  world–alienation.	  With	  the	  growing	  rationalisation	  of	  social	  life,	  
however,	  the	  modern	  individual	  has	  become	  increasingly	  unable	  to	  bestow	  autonomous	  
meaning.	  World–alienation	  would	  be	  transformed	  into	  worldly	  conformism.	  In	  all	  spheres	  of	  
collective	  life,	  social	  rationalization	  reproduce	  the	  same	  organizational	  model	  of	  a	  rationalized	  
hierarchal	  apparatus	  of	  experts,	  limited	  in	  their	  competencies	  and	  training	  to	  obey	  (1994:	  
115).	  	  
	  
In	  this	  paradigm,	  all	  elements	  of	  the	  world	  can	  be	  explained	  in	  a	  logical	  sense	  and	  reduced	  to	  a	  
category	  and	  thereby	  managed,	  reducing	  life	  to	  a	  set	  of	  repeatable	  observed	  experiments	  and	  
understandings	  of	  these.	  Meanings	  and	  individual	  relevance	  become	  irrelevant,	  serving	  no	  purpose	  
because	  science	  measures,	  tests	  and	  rationalises	  all.	  Art	  in	  this	  space	  is	  displaced,	  an	  irrelevance,	  
being	  a	  subjective	  proposition	  and	  often	  considered	  a	  language	  of	  beauty,	  the	  picturesque	  and	  
sublime	  have	  become	  uncoupled	  and	  no	  longer	  required,	  lying	  outside	  of	  a	  rational	  categorisation.	  
Wicke	  reinforces	  this	  position,	  informing	  us	  that	  'all	  cultural	  forms	  are	  in	  crisis,	  according	  to	  Weber,	  
because,	  “culture	  becomes	  ever	  more	  senseless	  as	  a	  locus	  of	  imperfection”’	  (1995:	  128).	  Here	  art	  
and	  beauty	  are	  lost	  to	  society,	  becoming	  obsolete,	  ruling	  out	  any	  mystical	  or	  meaningful	  experience	  
that	  an	  individual	  may	  attain	  by	  engaging	  with	  the	  arts	  or	  belief	  systems.	  In	  the	  Weber	  framework,	  
all	  enchantment	  and	  senses	  of	  wonder	  implode,	  with	  which	  Sherry	  concurs	  in	  stating	  that:	  
	  
the	  knowledge	  or	  belief	  that,	  if	  only	  one	  wanted	  to,	  one	  could	  find	  out	  any	  time;	  that	  there	  
are	  in	  principle	  no	  mysterious,	  incalculable	  powers	  at	  work,	  but	  rather	  that	  one	  could	  in	  
principle	  master	  everything	  through	  calculation.	  But	  that	  means	  the	  disenchantment	  of	  the	  
world	  (2009:	  370).	  
	  
Dominance	  of	  science	  and	  rationalisation	  within	  an	  enlightened	  age	  has	  shaped	  the	  way	  
contemporary	  people	  view	  and	  negotiate	  meaning	  in	  the	  world	  around	  them.	  Over	  the	  last	  
centuries,	  the	  importance	  of	  scientific	  fact	  and	  reason	  has	  further	  shored	  up	  the	  arguments	  against	  
traditional	  forms	  of	  theology	  and	  enchantment.	  Elkins	  draws	  on	  contemporary	  beliefs	  during	  the	  
time	  of	  Weber,	  suggesting	  that:	  
	  
we	  came	  to	  look	  at	  science	  in	  much	  the	  way	  medieval	  people	  looked	  to	  the	  Church.	  During	  the	  
modern	  era,	  science	  expanded	  our	  knowledge,	  and	  gave	  us	  new	  non-­‐theological	  explanations	  
of	  the	  origin	  and	  nature	  of	  the	  universe	  and	  of	  the	  human	  species	  itself	  (1998:	  12).	  	  
	  
The	  rise	  and	  fall	  of	  dominant	  chains	  of	  thought	  is	  nothing	  new,	  and	  as	  the	  Enlightenment	  questioned	  
 81	  
the	  churches’	  dominance,	  science	  is	  also	  not	  without	  its	  doubters.	  Locke	  offers	  a	  reactionary	  view	  
against	  empirical	  knowledge	  where	  he	  explores	  a	  re-­‐crafting	  of	  rationalisation:	  
	  
mundane	  mysteries.	  This	  refers	  to	  a	  paradox	  of	  consequences	  arising	  from	  the	  configuration	  
of	  mundane	  reasoning	  under	  conditions	  of	  disenchantment.	  Disenchanted	  mundane	  reason	  
pursues	  a	  demystified	  and	  definitive	  version	  of	  the	  world,	  but	  it	  results	  in	  the	  opposite–
increased	  mystery.	  This	  arises	  partly	  because	  the	  means	  of	  error	  accounting	  employed	  by	  
scientists	  enables	  the	  perpetuation	  of	  controversy	  potentially	  forever	  (Collins	  1985,	  Billig	  
1996:	  93-­‐111)	  and	  partly	  because	  the	  disenchanted	  orientation	  of	  mind	  stimulate	  active	  
enquiry	  into	  phenomena	  that	  itself	  generates	  mysteries	  (2011:	  5).	  
	  
Locke	  points	  towards	  a	  paradoxical	  situation	  where	  the	  order	  of	  science	  as	  definitive	  truth	  has	  itself	  
imploded;	  elements	  of	  doubt	  around	  scientific	  investigation	  enhance	  the	  mystery	  and	  create	  a	  sense	  
of	  wonder.	  Thus	  science	  as	  a	  dominant	  structure	  for	  ordering	  thoughts	  and	  framing	  rationality	  is	  
undermined	  through	  its	  inability	  to	  account	  for	  life,	  the	  universe	  and	  all	  its	  great	  wonders.	  	  
	   Having	  discussed	  science	  as	  an	  ordering	  framework	  and	  a	  force	  for	  the	  disenchantment	  of	  
British	  society,	  where	  is	  religion	  in	  this	  construction	  of	  meaning	  and	  thought?	  When	  negotiating	  
contemporary	  discussions	  of	  religion	  in	  contemporary	  Britain	  it	  is	  not	  so	  much	  the	  belief	  in	  orthodox	  
forms	  of	  religious	  practice	  that	  will	  inform	  this	  study	  but	  more	  accurately	  its	  antithesis:	  the	  structure	  
of	  atheism	  and	  notions	  of	  the	  death	  of	  God.	  This	  is	  a	  profoundly	  contemporary	  theoretical	  position,	  
which	  has	  formed	  a	  significant	  part	  of	  philosophical	  debate	  that	  has	  had	  various	  incarnations,	  from	  
the	  1960s,	  which	  saw	  the	  celebrated	  Encyclopaedia	  of	  Philosophy	  (1973).	  Madigan	  notes	  that:	  
	  
while	  the	  encyclopaedia	  has	  many	  entries	  dealing	  with	  the	  philosophy	  of	  religion,	  the	  general	  
tone	  exemplified	  by	  Edwards'	  own	  long	  contribution	  on	  ‘Atheism’	  was	  in	  line	  with	  the	  
prevailing	  analytical	  tradition	  that	  talk	  of	  “God”	  was	  at	  best	  unrewarding,	  and	  at	  worst	  literally	  
meaningless	  (2010).	  	  
	  
By	  the	  death	  of	  God	  as	  the	  supreme	  organising	  factor,	  science	  and	  empirical	  knowledge	  have	  
become	  further	  empowered	  as	  the	  dominant	  ideology.	  Froese	  also	  highlights	  modernist	  theories	  in	  
his	  work	  The	  Plot	  to	  Kill	  God	  arguing	  that	  science	  disproved	  religion	  because	  God’s	  miracles	  were	  not	  
scientifically	  verifiable	  so	  that	  he,	  and	  religion,	  were	  unproven	  (2008:	  58).	  The	  notion	  of	  the	  ‘death	  
of	  God’	  follows	  a	  modernist	  thesis,	  framing	  science	  at	  the	  core	  of	  everything,	  possessing	  all	  the	  
answers,	  with	  its	  rationalisation	  leaving	  no	  room	  for	  beliefs	  or	  any	  forms	  of	  spiritual	  ‘otherness’	  or	  
enchanted	  spaces.	  	  
	   Atheism	  is	  not	  confined	  to	  modernist	  texts	  and	  viewpoints;	  there	  is	  a	  new	  swathe	  of	  
literature	  that	  argues	  against	  notions	  of	  God	  and	  beliefs	  of	  any	  kind.	  This	  driving	  force	  for	  
disenchantment	  is	  labelled	  by	  some	  ‘New	  Atheism’	  and	  is	  defined	  by	  a	  growth	  in	  atheist	  texts	  that	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do	  not	  just	  seek	  to	  deny	  God’s	  existence	  but	  actively	  accuses	  religious	  doctrines	  of	  being	  responsible	  
for	  the	  World’s	  problems.	  Since	  2004	  popular	  authors	  such	  as	  Richard	  Dawkins,	  Sam	  Harris	  and	  
Christopher	  Hitchens	  have	  published	  many	  New	  Atheist	  works.	  These	  works	  provide	  a	  far	  more	  
radical	  approach	  than	  previous	  forms.	  Rather	  than	  taking	  a	  dismissive	  approach	  to	  religion	  and	  its	  
belief	  systems,	  New	  Atheism	  seeks	  to	  unhinge	  religion	  and	  its	  beliefs,	  reducing	  life	  and	  the	  human	  
existence	  to	  a	  biological	  cellular	  structure	  and	  genetic	  notions	  such	  as	  the	  selfish	  gene29.	  The	  
movement	  is	  far	  more	  vocal,	  blaming	  religion	  for	  the	  current	  unease	  in	  the	  world.	  New	  Atheists	  
often	  suggest	  that	  religion	  is	  largely	  responsible	  for	  wars,	  extremist	  viewpoints	  and	  irrational	  policy	  
decisions	  by	  governments.	  Stenger,	  a	  prominent	  New	  Atheist	  points	  to	  an	  example	  of	  the	  danger	  of	  
religion,	  citing	  government’s	  irrational	  decision-­‐making	  at	  the	  hands	  of	  perceived	  religious	  
intervention:	  
	  
there	  was	  a	  well-­‐established	  pattern	  of	  suppression	  or	  distortion	  of	  scientific	  findings	  by	  high-­‐
ranking	  Bush	  administration	  appointees	  across	  numerous	  federal	  agencies.	  These	  actions	  have	  
consequences	  for	  human	  health,	  public	  safety	  and	  community	  wellbeing	  (2010:	  13).	  	  
	  
	   This	  new	  form	  of	  atheism	  is	  far	  more	  active	  in	  challenging	  what	  it	  sees	  as	  the	  irrational	  
thinking	  behind	  religious	  beliefs,	  including	  that	  of	  moderates,	  which	  can	  only	  help	  justify	  the	  more	  
extreme	  activities,	  and	  motivate	  less	  extreme,	  but	  still	  dangerous,	  behaviour.	  With	  no	  conceivable	  
room	  for	  reconciliation	  between	  the	  opposing	  positions	  of	  New	  Atheists	  and	  religion	  in	  
contemporary	  society,	  it	  is	  here	  the	  tectonic	  plates	  of	  traditional	  orthodox	  religion	  and	  the	  
modernist	  standpoint	  have	  parted,	  enabling	  growth	  of	  a	  multitude	  of	  contemporary	  spiritualities.	  
Losada	  (2001)	  reveals	  a	  contemporary	  yearning	  for	  spiritualities.	  She	  is	  ostensibly	  a	  career	  woman,	  
holding	  a	  successful	  position	  working	  for	  a	  television	  production	  company,	  Losada	  presents	  herself	  
as	  being	  unfulfilled	  in	  life.	  To	  rectify	  the	  situation	  she	  embarks	  on	  an	  enlightened	  journey	  through	  
contemporary	  methods	  of	  spiritualities,	  from	  Tai	  Chi	  to	  a	  week	  in	  a	  convent	  and	  from	  hypnotism	  to	  
an	  exploration	  of	  angels	  and	  fairies,	  and	  many	  other	  pursuits	  along	  the	  way	  to	  self-­‐discovery	  and	  
enchantment30.	  Losada’s	  journey	  unpacks	  this	  notion	  of	  contemporary	  dissatisfaction	  because	  of	  
unfulfillment,	  a	  weariness	  of	  the	  contemporary	  mundanity	  of	  commodification	  (where	  everything	  in	  
society	  is	  monetised	  and	  has	  a	  trade	  value),	  and	  work	  cycle.	  During	  her	  endeavours	  she	  is	  subject	  to	  
several	  personal	  experiences	  of	  what	  may	  be	  framed	  as	  enchantment.	  During	  her	  week	  at	  the	  
Anglican	  Community	  of	  St.	  Mary	  the	  Virgin,	  Losada	  experiences	  significant	  meaningful	  events:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29	  The	  selfish	  gene	  was	  theorised	  by	  Richard	  Dawkins,	  he	  argues	  that	  humans	  are	  merely	  driven	  to	  
eat	  and	  overall	  survive	  and	  that	  is	  our	  only	  focus	  in	  life.	  
30	  Losada	  continues	  to	  run	  spiritual	  and	  life	  help	  courses	  -­‐	  http://www.isabellosada.com/events	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when	  I	  woke,	  the	  clock	  said	  6	  a.m.	  but	  I	  felt	  surprisingly	  chirpy.	  I	  floated	  down	  to	  the	  chapel	  
for	  the	  morning	  service...What	  an	  ethereal	  sound	  they	  made?	  Everyone	  knows	  it	  just	  isn’t	  
possible.	  Which	  proves	  these	  people	  [the	  nuns]	  were	  in	  fact	  angels.	  What	  a	  beautiful	  place	  it	  
was…I	  sat	  back	  in	  my	  chair,	  humbled	  by	  the	  beauty	  of	  it	  all	  (2001:	  45).	  
	  
The	  beauty	  and	  wonder	  of	  the	  moment	  is	  echoed	  when	  during	  her	  quest	  for	  enchantment,	  Losada,	  
participates	  in	  sessions	  that	  include	  her	  standing	  in	  a	  wood	  with	  her	  eyes	  closed,	  taking	  in	  nature’s	  
sounds:	  
	  
never	  was	  there	  such	  a	  magical	  fairyland.	  Those	  of	  us	  blessed	  with	  sight	  have	  taken	  little	  
notice	  of	  our	  other	  gifts.	  Had	  I	  ever	  touched	  the	  dry	  earth	  before?	  Had	  I	  ever	  smelled	  the	  
musty	  damp	  moss?	  What	  was	  the	  wonder	  of	  textures	  I	  had	  never	  before	  experienced?	  (2001:	  
30).	  
	  
This	  very	  contemporary	  experience	  links	  back	  to	  Bennett’s	  experiential	  concept	  of	  enchantment,	  
whereby	  the	  individual	  becomes	  transfixed	  by	  the	  ‘extraordinary	  that	  lives	  amid	  the	  familiar	  and	  the	  
everyday’	  (2001:	  5).	  
	  
	  
Locating	  Spiritualism	  in	  Relation	  to	  a	  Yearning	  for	  Enchantment	  in	  Contemporary	  British	  Society	  
Enchantment	  as	  previously	  defined	  by	  Bennett	  is	  the	  ability	  to	  be	  transported	  outside	  of	  the	  routine	  
and	  be	  given	  a	  sense	  of	  wonder,	  an	  emersion	  of	  the	  senses	  and	  the	  ability	  to	  experience	  the	  
extraordinary	  in	  the	  everyday.	  Spiritualism	  is	  the	  embodiment	  of	  this	  philosophy,	  which	  it	  fulfils	  by	  
way	  of	  entering	  a	  system	  by	  which	  another	  transcendent	  world	  is	  purportedly	  being	  contacted	  and	  
interacted	  with	  in	  an	  earthly	  controlled	  setting.	  Thus	  it	  is	  understandable	  why	  Spiritualism	  has	  
experienced	  a	  growth	  in	  interest	  in	  the	  last	  decade,	  with	  statistical	  data	  backing	  up	  these	  claims	  of	  
this	  growth.	  In	  2001,	  the	  British	  census	  showed	  that	  in	  Britain	  there	  were	  over	  170	  differing	  faith	  
groups,	  of	  these,	  Spiritualism	  the	  eighth	  most	  popular	  with	  32,404	  people	  claiming	  allegiance	  (Petre,	  
13/12/04).	  Figures	  for	  2011	  census	  show	  the	  number	  of	  individuals	  who	  consider	  themselves	  
‘Spiritualist’	  to	  be	  39,000	  people	  (Office	  for	  National	  Statistics,	  2011).	  
	   The	  Spiritualist	  belief	  offers	  both	  an	  alignment	  with	  scientific	  investigation	  (exemplified	  
through	  the	  many	  experiments	  conducted	  on	  Victorian	  mediums	  and	  their	  claims	  of	  communication	  
with	  spirit)	  and	  a	  level	  of	  mysticism	  inbuilt	  in	  the	  nature	  of	  the	  doctrine,	  through	  the	  belief	  that	  
mediums	  can	  communicate	  with	  the	  soul	  post-­‐disembodiment.	  The	  belief	  system	  purports	  to	  offer	  
(to	  those	  who	  believe)	  the	  exploration	  of	  external	  powers	  and	  external	  planes	  that	  cannot	  be	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explained	  through	  current	  scientific	  or	  empirical	  investigations.	  It	  has	  the	  ability	  to	  enchant,	  offering	  
its	  audience	  the	  ability	  to	  immerse	  the	  senses	  in	  the	  metaphysical,	  offering	  an	  alternative	  to	  the	  
modernist	  rationalist	  approach	  and	  the	  new	  hard-­‐line	  Atheism	  (both	  possess	  no	  possibility	  of	  
enchantment)	  while	  simultaneously	  avoiding	  hard-­‐line	  traditional	  orthodoxies	  of	  religion.	  
Spiritualism	  provides	  arguably	  a	  more	  acceptable	  belief	  structure	  for	  contemporary	  individuals,	  one	  
that	  brings	  together	  science’s	  enquiring	  mind	  alongside	  abstract	  notions	  of	  enchantment	  and	  
spirituality.	  	  
	   Spiritualism	  provides	  suggestions	  of	  scientific	  foundations	  upon	  which	  the	  theology	  is	  based.	  
Moore	  describes	  the	  ethos	  of	  Spiritualism	  as	  a	  theology	  that	  seeks	  to	  provide	  observable	  and	  
verifiable	  objects	  of	  empirical	  science	  (1972:	  476).	  Melechi	  details	  the	  considerable	  interest	  science	  
has	  played	  in	  the	  investigation	  of	  the	  belief	  testing	  if	  mediums	  claims	  of	  communication	  with	  spirit	  
are	  based	  in	  truth	  (2008:	  167)	  31.	  In	  this	  sense	  Spiritualism	  offers	  levels	  of	  an	  enchanted	  experience	  
without	  leaving	  the	  relative	  safety	  of	  what	  is	  still	  a	  belief	  system	  framed	  by	  scientific	  endeavour.	  By	  
engaging	  with	  Spiritualism,	  a	  contemporary	  individual	  is	  not	  only	  able	  to	  immerse	  themselves	  in	  the	  
belief	  in	  an	  enchanted	  world	  outside	  of	  our	  own,	  but	  also	  because	  of	  Spiritualism's	  relationship	  with	  
science,	  there	  is	  a	  certain	  validity	  on	  offer	  for	  the	  individual	  because,	  in	  this	  context,	  there	  is	  the	  
opportunity	  to	  experience	  the	  wonder	  of	  the	  everyday	  (Bennett,	  2001)	  without	  removing	  completely	  
the	  sense	  of	  rational	  thought.	  The	  genetic	  links	  between	  science	  and	  Spiritualism	  become	  a	  kind	  of	  
best	  of	  both	  worlds	  situation	  to	  the	  contemporary	  spiritual	  seeker.	  An	  example	  of	  this	  spiritual	  
scientific	  duality	  is	  illustrated	  in	  contemporary	  Spiritualist	  television	  programmes	  where	  scientific	  
scrutiny	  is	  fundamental	  and	  common.	  In	  contemporary	  media	  that	  represents	  Spiritualism,	  
enchantment	  or	  spiritualities,	  the	  scientific	  analysis	  is	  performed	  through	  the	  mode	  of	  the	  
parapsychologist.	  
	   An	  example	  of	  a	  contemporary	  expert	  who	  has	  appeared	  on	  numerous	  paranormal	  
investigations	  of	  Spiritualism	  is	  Dr	  Ciarán	  O'Keeffe.	  A	  specialist	  in	  parapsychology	  and	  forensic	  
psychology,	  he	  played	  a	  regular	  part	  in	  LIVINGtv’s	  Most	  Haunted	  series.	  His	  role	  on	  the	  show	  was	  to	  
test	  the	  validity	  of	  paranormal	  activity	  reported	  during	  the	  show’s	  investigations,	  while	  also	  
providing	  a	  critical	  approach	  to	  psychic	  medium	  Derek	  Acorah’s	  spirit	  communications.	  O'Keeffe	  
provides	  a	  critical	  analysis	  and	  commentary	  of	  the	  presented	  paranormal	  material	  and	  experiences	  
such	  as	  noises,	  lights,	  smells,	  touching	  of	  the	  cast	  and	  alleged	  spirit	  voices	  calling	  out.	  He	  is	  also	  
notable	  for	  his	  exposé	  on	  the	  series;	  revealing	  Acorah	  as	  a	  fake	  who	  would	  pretend	  to	  communicate	  
with	  spirits	  and	  would	  research	  a	  location	  (so	  as	  to	  have	  knowledge	  about	  a	  location	  in	  advance),	  so	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31	  Royal	  physician	  John	  Ashburner	  had	  discovered	  ‘vibratory	  magnetic	  force’	  which	  he	  believed	  to	  be	  
the	  reason	  for	  the	  séance	  phenomena.	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as	  to	  possess	  details	  about	  possible	  spiritual	  characters	  to	  'communicate'	  with	  (Roper,	  28/10/05).	  
	   O'Keeffe’s	  intervention	  is	  nothing	  new;	  scientific	  critical	  analysis	  and	  derision	  has	  always	  
been	  part	  of	  Spiritualism	  from	  the	  outset.	  Early	  forms	  of	  Spiritualism	  would	  witness	  animal	  
magnetism32,	  which	  would	  see	  the	  medium	  administrating	  unidentified	  fluid	  onto	  or	  into	  a	  sitter	  
who	  was	  ill,	  or	  suffering	  ailments.	  The	  aim	  was	  to	  bring	  about	  a	  ‘cure’.	  During	  or	  after	  this	  practice	  
scientists	  would	  be	  on	  standby	  and	  would	  step	  in	  to	  analyse	  whether	  there	  was	  any	  real	  
improvement	  in	  the	  patient’s	  condition.	  Hare	  documents	  detailed	  scientific	  investigations	  of	  
mediumship,	  where	  he	  comments	  favourably	  on	  the	  body	  of	  his	  research:	  
	  
It	  ought	  to	  be	  understood	  that	  the	  sanction	  given	  by	  the	  spirits	  who	  names	  are	  attached	  to	  
the	  preceding	  certificate,	  was	  attained	  under	  test	  conditions…I	  place	  my	  hand	  on	  the	  
instrument…	  in	  the	  same	  plate,	  so	  as	  to	  question	  the	  spirits	  directly	  as	  to	  the	  reliability	  of	  the	  
affirmation,	  previously	  given	  to	  me,	  and	  to	  the	  fidelity	  of	  the	  medium	  generally.	  In	  both	  cases	  
the	  index	  moved	  so	  as	  to	  give	  an	  affirmative	  reply	  (1856:	  15).	  
	  
One	  of	  the	  most	  significant	  British	  scientific	  researchers	  was	  William	  Crookes.	  	  After	  announcing	  in	  
1870	  he	  was	  undertaking	  ‘an	  investigation’	  of	  Spiritualism,	  he	  went	  on	  to	  perform	  tests	  on	  leading	  
Spiritualists	  of	  the	  day	  including	  Kate	  Fox,	  Daniel	  Douglas	  Home	  and	  Florence	  Cooke.	  Crookes’	  
research	  into	  Home	  between	  1871	  and	  1873	  is	  seen	  as	  significant	  to	  support	  the	  claims	  of	  Spiritualist	  
mediumship	  (Oppenheim,	  1985:	  344).	  Researching	  scientists	  would	  often	  attend	  medium	  circles	  and	  
would	  seek	  to	  expose	  anyone	  using	  dubious	  fraudulent	  techniques.	  Lawrence	  Moore	  describes	  the	  
modernist	  scientific	  framework	  present	  within	  Spiritualism	  from	  its	  inception:	  
	  
It	  is	  in	  the	  interest	  of	  science	  to	  serve	  a	  population	  excited	  by	  scientific	  discovery,	  spiritualists	  
proposed	  a	  religious	  faith	  which	  depended	  upon	  seeing	  and	  touching.	  Transforming	  a	  concern	  
for	  man's	  inward	  spiritual	  nature	  into	  an	  empirical	  enquiry	  into	  the	  nature	  of	  spirits,	  they	  built	  
a	  belief	  in	  an	  afterlife	  upon	  such	  physical	  signs	  as	  spirits	  from	  another	  realm	  could	  muster	  
(1972:	  484).	  
	  
Oppenheim	  argues	  that	  the	  rationality	  of	  science	  offered	  a	  way	  in	  which	  Spiritualists	  and	  psychical	  
researchers	  could	  move	  away	  from	  accusations	  of	  engagement	  in	  areas	  of	  the	  occult.	  Using	  notions	  
of	  empirical	  enquiry	  and	  science,	  this	  becomes	  a	  way	  of	  aligning	  the	  belief	  system	  with	  the	  
mainstream	  and	  modern	  thought	  during	  this	  time	  (1985:	  159),	  easing	  the	  acceptability	  for	  
disenfranchised	  Christians,	  to	  take	  up	  the	  Spiritualist	  belief	  system.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32	  This	  was	  a	  process	  of	  hypnotising	  subjects	  into	  a	  trance	  to	  free	  up	  what	  was	  termed	  magnetic	  
fluid,	  which	  was	  said	  to	  be	  the	  human	  life	  force;	  it	  was	  believed	  that	  blockages	  in	  the	  flow	  of	  this	  







Reshaping	  the	  Enchanted	  Experience	  -­‐	  The	  Rise	  of	  Re-­‐enchantment	  in	  Contemporary	  Britain?	  
Hill	  retorts	  that	  scepticism	  is	  still	  very	  much	  entrenched	  in	  the	  identity	  of	  Western	  secular	  society,	  
where	  belief	  in	  spiritual	  (and	  specifically	  the	  paranormal)	  is	  aligned	  to	  gullibility,	  while	  scepticism	  is	  
often	  linked	  to	  critical	  thinking	  and	  rational	  thought	  (2010:	  76).	  Despite	  this	  there	  are	  questions	  that	  
need	  to	  be	  posed	  regarding	  the	  areas	  of	  re-­‐enchantment	  of	  contemporary	  British	  society.	  	  
	   The	  notion	  that	  contemporary	  individuals	  are	  more	  spiritually	  aware	  and	  in	  tune	  with	  ideas	  
regarding	  enchantment	  is	  on	  the	  face	  of	  it	  a	  large	  generalisation	  to	  make,	  particularly	  when	  referring	  
this	  to	  Bennett’s	  definition	  of	  enchantment	  as	  something	  that	  touches	  someone	  deep	  inside	  and	  is	  a	  
full	  all-­‐encompassing	  experience	  realised	  through	  the	  senses.	  A	  re-­‐enchantment	  therefore	  pre-­‐
supposes	  that	  British	  people	  are	  seeking	  ways	  in	  which	  to	  be	  transported	  to	  an	  all-­‐encompassing	  
immersive	  experience	  of	  enchantment.	  Clearly	  this	  would	  be	  difficult	  to	  substantiate,	  and	  it	  is	  not	  
the	  all-­‐encompassing	  experience	  of	  enchantment	  that	  is	  being	  sought,	  but	  engagements	  at	  differing	  
levels.	  Thus	  there	  are	  theoretical	  stances,	  which	  suggest	  that	  the	  contemporary	  individual	  is	  one	  
who	  appropriates	  elements	  of	  a	  plethora	  of	  theological	  principles,	  amalgamating	  them	  and	  creating	  
their	  own	  belief	  system.	  Naval-­‐Shetye	  remarks	  on	  this	  cultural	  phenomenon	  arguing	  that:	  
	  
while	  many	  spiritually-­‐inclined	  city-­‐slickers	  attribute	  this	  [a	  search	  for	  the	  spiritual	  /	  New	  Age	  
spiritualities]	  to	  the	  need	  of	  instant	  gratification,	  psychologists	  say	  that	  it’s	  the	  high	  stress	  
levels	  that's	  making	  people	  seek	  alternate	  solutions	  to	  restore	  the	  lost	  harmony	  of	  the	  body	  
and	  mind.	  Whether	  it’s	  the	  stress	  that's	  driving	  people	  to	  spirituality	  or	  'Spiritualism'	  being	  the	  
in	  thing	  these	  days,	  there's	  no	  denying	  that	  people	  of	  almost	  all	  ages	  and	  walks	  of	  life	  are	  
ready	  to	  explore	  several	  alternates	  available	  (08/04/11).	  
	  
While	  Naval-­‐Shetye	  alludes	  to	  high	  stress	  levels	  for	  the	  contemporary	  individual,	  the	  strengthening	  
commodification	  of	  British	  society	  has	  arguably	  aided	  this	  push	  towards	  exploration	  of	  spiritualities	  
fuelled	  by	  a	  sense	  of	  disconnection	  with	  any	  form	  of	  the	  spiritual.	  Today’s	  lives	  revolve	  around	  the	  
material,	  the	  physical,	  and	  notions	  of	  work,	  wealth	  and	  status.	  In	  this	  context,	  it	  has	  left	  the	  
individual	  bereft	  of	  any	  forms	  of	  spiritual	  fulfilment	  or,	  in	  Bennett's	  terms,	  sense	  of	  wonder.	  
	   Gottdiener	  explores	  Marxist	  notions	  of	  commodification,	  stating	  that	  in	  contemporary	  
society	  Marxist	  ideas	  become	  magnified	  with	  advertisers	  marketing	  all	  manner	  of	  items,	  promising	  
the	  purchaser	  'special	  powers'	  and	  a	  more	  alluring	  and	  satisfying	  lifestyle	  if	  the	  product	  advertised	  is	  
purchased	  (2000:	  4).	  Gottdiener	  sees	  the	  overall	  process	  of	  commodification	  responsible	  for	  the	  
promotion	  that	  through	  owning	  products	  an	  individual	  ‘can	  obtain	  their	  desired	  status;	  aspirations	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for	  sex,	  success,	  notoriety,	  uniqueness,	  identity	  or	  a	  sense	  of	  self’	  (2000:	  4).	  	  
	   Brown	  picks	  up	  on	  this	  need	  for	  the	  contemporary	  individual	  to	  engage	  in	  spiritual	  
alternatives:	  
	  
The	  spiritual	  search,	  whatever	  that	  may	  mean	  and	  it	  means	  myriad	  things	  to	  different	  people	  
has	  become	  a	  dominant	  feature	  of	  late	  20th	  century	  life:	  a	  symptom	  of	  collective	  uncertainty,	  
in	  an	  age	  where	  there	  are	  no	  longer	  jobs	  for	  life	  and	  the	  traditional	  institutions	  of	  Church,	  
family	  and	  community	  repeatedly	  breaking	  down	  stop	  it	  is	  a	  symptom	  of	  a	  disenchantment	  
with	  the	  values	  of	  materialism,	  and	  weariness	  of	  science,	  which	  is	  stripped	  all	  mystery	  out	  of	  
existence	  (1998:	  1).	  
	  
Brown’s	  spiritual	  search	  omits	  one	  key	  element	  of	  this	  discussion	  of	  enchantment,	  one	  that	  is	  a	  
contemporary	  British	  fascination:	  the	  resurgent	  interest	  with	  magic.	  Magic	  provides	  an	  aesthetic	  
form	  of	  wonder.	  Curry	  explains	  that:	  
	  
magic	  and	  enchantment	  both	  lay	  claim	  to	  a	  special	  relationship	  to	  nature.	  The	  nature	  of	  that	  
claim,	  however,	  couldn’t	  be	  more	  different.	  The	  former	  brings	  all	  of	  nature	  under	  one	  rule,	  
the	  rule	  of	  a	  set	  of	  universal	  laws	  to	  which	  there	  can	  neither	  exception	  nor	  appeal;	  whereas	  
the	  latter	  sees	  nature	  as	  endlessly	  plural,	  particular	  and	  unique	  (1999:	  8).	  	  
	  
Curry	  expands	  on	  this	  form	  of	  enchantment:	  
	  
enchantment	  is	  a	  result	  of	  the	  right	  relationship	  with	  the	  Earth	  just	  as	  much	  as	  the	  reverse;	  
more	  so,	  indeed,	  in	  the	  sense	  that	  we	  need	  the	  Earth,	  whereas	  it	  does	  not	  need	  us.	  This	  is	  a	  
vital	  point	  to	  remember,	  if	  we	  are	  to	  resist	  its	  incorporation	  into	  a	  programme	  of	  religious	  
power-­‐knowledge,	  or	  its	  corruption	  into	  the	  virtual	  enchantment	  of	  Glamour.	  But	  it	  is	  possible	  
–	  and	  urgent	  –	  to	  encourage	  and	  sustain	  Enchantment.	  Magic	  itself	  has	  far	  more	  basis	  in	  the	  
socially	  dominant	  discourse	  of	  reason	  and	  progress,	  and	  therefore	  aligns	  it	  with	  a	  more	  
modern	  idea	  and	  are	  ideal	  of	  the	  world,	  Swatos	  observes	  that	  'magic	  as	  the	  precursor	  of	  
science	  might	  also	  be	  its	  successor,	  providing	  "control"	  over	  precisely	  those	  areas	  of	  human	  
existence	  not	  susceptible	  to	  rational	  explanation’.	  Here	  are	  great	  mystery	  begins	  to	  unfold:	  
the	  desire	  for	  mastery	  that	  motivated	  the	  scientific	  quest	  away	  from	  institutional	  and	  
dogmatic	  religion	  motivates	  the	  new	  religious	  quest	  as	  well	  (1999:	  10).	  
	  
This	  may	  explain	  why	  magic	  in	  contemporary	  British	  society	  is	  also	  seeing	  a	  resurgence	  in	  popularity,	  
through	  books,	  television	  programmes	  such	  as	  Dynamo-­‐Magician	  Impossible,	  Troy,	  Penn	  and	  Teller,	  
Derren	  Brown	  -­‐	  Enigma	  and	  David	  Blain's	  appearances.	  All	  of	  these	  seek	  to	  explore	  elements	  of	  
control	  over	  the	  unexplained,	  yet	  through	  its	  human	  creators	  can	  never	  go	  as	  far	  as	  offering	  any	  
spiritual	  insight	  or	  anything	  enlightening	  about	  the	  transcendent	  world	  or	  its	  powers.	  Contemporary	  
magic	  is	  very	  much	  used	  as	  a	  tool	  to	  illustrate	  how	  there	  are	  no	  other	  forces	  of	  a	  metaphysical	  
nature	  at	  work.	  Through	  his	  magic	  work	  Derren	  Brown	  aims	  to	  illustrate	  how	  Spiritualist	  mediums	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are	  nothing	  but	  fraudulent	  individuals	  working	  to	  deceive	  their	  audience,	  much	  in	  the	  same	  way	  as	  
magicians.	  Contemporary	  magic	  of	  this	  nature	  through	  its	  production	  values	  and	  what	  the	  audience	  
is	  privy	  to	  in	  terms	  of	  information	  (Brown	  is	  keen	  to	  let	  people	  know	  he	  is	  very	  much	  performing	  
magic)	  can	  be	  seen	  as	  a	  human	  artefact,	  by	  which	  the	  audience	  know	  there	  is	  a	  trick	  involved,	  
however	  the	  sense	  of	  wonder	  is	  presented	  through	  the	  notion	  of	  amazement	  at	  how	  the	  trick	  is	  
performed,	  rather	  than	  a	  sense	  of	  wonder	  that	  there	  is	  something	  else,	  of	  a	  metaphysical	  nature	  at	  
work.	  
	   The	  fragmented	  relationship	  between	  contemporary	  society	  and	  enchantment	  is	  highlighted	  
through	  the	  work	  of	  Brown’s	  magic.	  What	  Brown	  is	  doing	  is	  using	  heightened	  notions	  of	  rationality	  
to	  disenchant	  whilst	  at	  the	  same	  time	  is	  ostensibly	  enchanting	  people	  seen	  through	  the	  audience’s	  
wonder	  regarding	  how	  he	  has	  performed	  the	  trick.	  Brown's	  trademark	  practice	  is	  the	  act	  of	  cold	  
reading	  (2006:	  322-­‐347),	  where	  he	  acts	  out	  the	  practice	  of	  a	  Spiritualist	  medium	  and	  performs	  
personal	  readings	  for	  sitters	  that	  are	  strangers	  to	  him,	  providing	  details	  about	  their	  relatives,	  star	  
signs	  and	  other	  personal	  facts.	  He	  uses	  this	  technique	  to	  cast	  doubt	  over	  mediums,	  using	  rational	  
explanations	  of	  cold	  reading	  and	  his	  ability	  to	  read	  individuals	  reactions	  and	  make	  statements	  about	  
them	  in	  accordance	  to	  these	  reactions.	  Brown	  uses	  a	  technique	  called	  the	  'Forers	  Experiment,'	  which	  
is	  a	  stock	  psychic	  reading	  that	  when	  a	  sitter	  is	  offered	  this	  reading,	  they	  are	  convinced	  that	  it	  is	  
specifically	  about	  them	  (2003:	  322).	  This	  is	  Brown’s	  cold	  reading	  in	  practice	  and	  whilst	  this	  is	  a	  
rationalised	  experiment,	  the	  reality	  and	  how	  it	  is	  presented	  to	  the	  sitter	  and	  the	  audience	  of	  his	  
television	  programme	  mean	  that	  the	  ‘cold	  reading’	  has	  a	  subversive	  effect,	  creating	  a	  strange	  
paradox	  of	  the	  rationalised	  experiment,	  leaving	  the	  audience	  with	  a	  sense	  of	  wonder	  and	  
amazement	  in	  how	  it’s	  performed,	  (not	  what	  Brown	  is	  aiming	  for).	  When	  confronted	  by	  Brown,	  a	  
master	  of	  cold	  reading,	  his	  ability	  to	  enchant	  is	  genuine,	  giving	  an	  appraisal	  of	  his	  performances	  in	  
his	  book	  Absolute	  Magic:	  A	  Model	  for	  Powerful	  Close	  Up	  Performances	  (2003),	  where	  he	  discusses	  
how	  a	  lot	  of	  contemporary	  magic	  has	  lost	  its	  ability	  to	  take	  the	  spectator	  to	  a	  never-­‐never	  land	  and	  
enchant	  them,	  touching	  them	  and	  changing	  them	  a	  little.	  
	   The	  persona	  that	  Brown	  has	  created	  as	  an	  antithetical	  character	  to	  notions	  of	  mediumship	  
and	  the	  metaphysical	  is	  nothing	  new.	  Magician	  James	  Randi	  worked	  to	  expose	  what	  he	  considered	  
were	  charlatans	  and	  frauds	  practising	  faith	  healing,	  fortune	  telling	  and	  psychic	  demonstrations.	  He	  
did	  this	  by	  simulating	  the	  audience	  experience;	  performing	  tricks	  he	  claimed	  others	  would	  pass	  off	  
as	  psychic	  abilities	  (BBC4,	  2014).	  Notable	  cases	  include	  Randi’s	  work	  to	  debunk	  the	  well-­‐known	  
psychic	  Uri	  Geller	  and	  Evangelist	  Peter	  Popoff.	  During	  the	  Victorian	  epoch	  John	  Nevil	  Maskelyne	  had	  
adopted	  this	  exact	  stance;	  he	  and	  other	  magicians	  often	  would	  seek	  to	  imitate	  what	  mediums	  were	  
doing	  in	  ‘communicating	  with	  spirits’	  and	  they	  would	  set	  out	  to	  expose	  what	  they	  envisaged	  were	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con-­‐artists	  and	  tricksters	  who	  were	  extorting	  money	  for	  their	  mediumship	  (Melechi,	  2008:	  216).	  
	   How	  Brown	  works	  as	  a	  performer	  of	  magic	  does	  much	  to	  inform	  the	  area	  of	  contemporary	  
enchantment.	  What	  we	  have	  here	  is	  a	  magician	  who	  uses	  his	  acute	  skills	  as	  a	  rationalist	  to	  
disenchant	  the	  audience,	  but	  who	  at	  the	  same	  time	  	  has	  quite	  the	  opposite	  effect.	  An	  example	  of	  
this	  was	  a	  programme	  presented	  by	  Brown	  on	  the	  power	  of	  positive	  thought	  and	  the	  concept	  of	  
luck.	  Derren	  Brown:	  The	  Secret	  of	  Luck	  (Chanel	  4,	  2011)	  was	  an	  experiment	  conducted	  on	  a	  
community	  in	  West	  Yorkshire	  who	  were	  unaware	  of	  the	  programme’s	  experiment.	  The	  town	  of	  
Todmorden	  was	  subject	  to	  Brown's	  team	  of	  researchers	  and	  producers	  planting	  fabricated	  
information	  surrounding	  the	  luck	  and	  fortune	  of	  the	  town.	  This	  included	  a	  false	  myth	  surrounding	  a	  
dog's	  statue	  in	  a	  local	  park.	  Using	  local	  radio	  and	  word-­‐of-­‐mouth	  Brown’s	  team	  fabricated	  a	  set	  of	  
mystical	  values,	  suggesting	  that	  if	  you	  patted	  that	  dog’s	  head	  it	  would	  bring	  you	  luck.	  At	  the	  end	  of	  
the	  week’s	  social	  experiment,	  locals	  were	  asked	  if	  they	  felt	  luckier	  after	  visiting	  the	  dog	  and	  patting	  
its	  head?	  The	  vast	  majority	  had	  felt	  that	  this	  had	  been	  fortuitous	  and	  had	  affected	  their	  life	  in	  a	  
positive	  way.	  The	  finale	  of	  the	  programme	  sees	  Brown	  host	  a	  show	  in	  the	  Todmorden	  civic	  hall	  
where	  one	  of	  the	  locals	  who	  is	  described	  as	  ‘notoriously	  unlucky’	  is	  picked	  to	  see	  if	  he	  can	  overturn	  
his	  run	  of	  poor	  luck	  by	  placing	  his	  whole	  life	  savings	  on	  the	  throw	  of	  a	  dice,	  where	  if	  he	  selects	  the	  
correct	  number	  the	  dice	  falls	  on,	  he	  will	  win	  a	  large	  cash	  prize.	  Rather	  predictably	  (within	  a	  spectacle	  
driven	  media	  narrative)	  he	  is	  seen	  as	  reluctant	  at	  first,	  but	  is	  soon	  persuaded	  to	  take	  on	  the	  
challenge.	  The	  crescendo	  to	  the	  programme	  is	  that	  he	  does	  pick	  the	  right	  number	  that	  the	  dice	  falls	  
on:	  six.	  This	  suggests	  that	  watching	  the	  process	  of	  his	  magic	  serves	  to	  give	  a	  sense	  of	  wonderment	  in	  
the	  everyday,	  yet	  Brown	  arguably	  sets	  out	  to	  disenchant,	  suggesting	  that	  life’s	  great	  wonders	  can	  be	  
orchestrated	  or	  manipulated	  such	  as	  luck.	  
	   Brown	  sets	  out	  experiments,	  often	  elaborate,	  as	  in	  this	  case,	  misleading	  a	  whole	  town	  to	  
illustrate	  the	  ability	  to	  rationalise	  human	  behaviour	  and	  prove	  his	  notion	  of	  a	  confirmation	  bias	  
(2006:	  276-­‐278)	  where	  the	  mind	  only	  looks	  for	  evidence	  which	  backs	  up	  a	  belief,	  such	  as,	  in	  this	  
case,	  patting	  the	  lucky	  dog	  on	  the	  head	  will	  lead	  you	  to	  have	  more	  luck.	  	  
	   Brown’s	  theory	  of	  'confirmation	  bias'	  envisages	  that	  individuals	  only	  look	  for	  evidence	  that	  
validates	  their	  belief	  system:	  thus	  the	  belief	  is	  further	  confirmed	  without	  a	  fair	  evaluation	  of	  all	  the	  
evidence	  available.	  This	  theory	  has	  a	  several	  implications	  regarding	  the	  psychological	  state	  of	  the	  
contemporary	  seeker	  of	  enchantment.	  Much	  like	  earlier	  notions	  of	  spiritual	  seekers	  who	  are	  at	  the	  
centre	  of	  their	  own	  set	  of	  beliefs,	  confirmation	  bias	  illustrates	  how	  contemporary	  belief	  systems	  may	  
be	  informed	  by	  sets	  of	  personal	  evidence,	  that	  do	  not	  necessarily	  have	  tangible	  forms	  of	  accepted	  
proof	  or	  evidence,	  this	  perspective	  also	  allows	  the	  individual	  a	  level	  of	  certainty	  about	  their	  belief	  
where	  they	  are	  not	  subject	  to	  questions	  regarding	  validity,	  as	  it	  becomes	  enough	  to	  say	  that	  that	  is	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what	  they	  believe.	  
	   Curry	  views	  magic	  as	  the	  antithesis	  to	  enchantment	  and	  sees	  the	  creation	  of	  enchantment	  in	  
a	  very	  different	  light,	  where	  ‘willed	  power-­‐knowledge	  to	  create	  (re-­‐)	  Enchantment	  necessarily	  
becomes	  Magic,	  the	  very	  thing	  it	  [enchantment]	  set	  out	  to	  oppose’	  (1999:	  6)	  to	  argue	  that	  magic	  
brings	  all	  of	  nature	  under	  one	  rule,	  while	  enchantment	  sees	  nature	  as	  endlessly	  plural,	  particular	  and	  
unique	  (1999:	  8).	  If	  it	  is	  this	  endless	  uniqueness	  that	  drives	  enchantment	  it	  is	  understandable	  that	  
the	  earth	  and	  a	  more	  human	  experience	  with	  it	  have	  become	  a	  central	  concern	  to	  those	  seeking	  
levels	  of	  contemporary	  enchantment.	   	  
	   Having	  examined	  the	  relevance	  of	  magic,	  it	  is	  only	  possible	  to	  understand	  the	  full	  
implications	  of	  the	  ideas	  in	  relation	  to	  contemporary	  enchantment	  by	  considering	  the	  decline	  in	  
traditional	  forms	  of	  religion.	  O'Loughlin	  acknowledges	  that	  the	  mainstream	  church	  itself	  has	  had	  its	  
difficulties	  (Enlightenment	  and	  modernity)	  with	  secularism	  providing	  a	  strong	  feature	  of	  the	  latter	  
(1999:	  363).	  Gruber	  and	  Hungerman	  (2006)	  concur	  with	  O’Loughlin,	  charting	  the	  contemporary	  
withdrawal	  from	  traditional	  forms	  of	  church	  worship	  and	  enchantment.	  The	  authors	  draw	  on	  the	  
rise	  of	  the	  secular	  and	  the	  fall	  in	  Church	  attendances	  in	  their	  research	  paper	  The	  Church	  vs	  the	  Mall:	  
What	  Happens	  When	  Religion	  Faces	  Increased	  Secular	  Competition?	  Their	  research	  suggests	  that	  the	  
suspension	  of	  Sunday	  trading	  laws	  has	  had	  a	  direct	  impact	  on	  the	  level	  of	  religious	  participation	  and	  
the	  overall	  effects	  on	  society.	  The	  research	  was	  conducted	  in	  America	  but	  the	  findings	  have	  a	  real	  
resonance	  for	  the	  West	  as	  a	  whole.	  The	  authors	  argue	  that	  when	  the	  trading	  laws	  were	  relaxed	  
there	  was	  a	  significant	  drop	  in	  church	  attendance;	  effectively	  the	  secular	  and	  religious	  worlds	  
compete	  for	  time	  allocation.	  Other	  social	  factors	  are	  also	  pointed	  out,	  such	  as	  improved	  health	  and	  
reduced	  criminal	  activity	  prior	  to	  the	  relaxation	  of	  Sunday	  trading	  laws	  (2006:	  1).	  Martino	  (2013)	  
argues	  that	  secularisation	  gains	  significant	  strength	  from	  improvements	  in	  communication;	  the	  
establishment	  of	  the	  press	  this	  has	  chipped	  away	  and	  to	  a	  degree	  displaced	  the	  communicational	  
element	  of	  orthodox	  religions.	  The	  translation	  of	  the	  Bible	  into	  other	  languages	  is	  also	  cited	  as	  a	  
force:	  
	  
The	  invention	  of	  press	  had	  a	  decisive	  role	  in	  the	  end	  of	  [the	  Churches’]	  monopoly…The	  press	  
mined	  the	  Church	  monopoly	  of	  knowledge	  in	  two	  ways.	  First,	  the	  printing	  of	  books	  increased	  
the	  access	  of	  knowledge.	  Second,	  it	  could	  be	  said	  that	  the	  development	  of	  newspapers	  had	  
opened	  new	  channels	  to	  spread	  ideas	  in	  society	  without	  religious	  control	  (2013:	  49).	  
	  
	   Lakeland	  opens	  this	  up	  to	  discuss	  the	  problems	  faced	  by	  all	  areas	  of	  spiritual,	  exploring	  the	  
scar	  that	  Enlightenment	  has	  left	  on	  these	  areas:	  ‘the	  authority	  of	  both	  Religion	  and	  metaphysics	  is	  
replaced	  by	  the	  individual	  exercise	  of	  critical	  reason...there	  are	  then	  no	  limits	  to	  what	  may	  be	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subjected	  to	  critique'	  (1997:	  14).	  It	  is	  here	  we	  see	  both	  the	  underpinnings	  of	  traditional	  religion	  
under	  scrutiny,	  alongside	  the	  secular	  eroding	  the	  numbers	  engaged	  in	  participation.	  Thus	  it	  starts	  to	  
become	  clear	  how	  contemporary	  society	  has	  become	  dislocated	  from	  the	  traditional	  frameworks	  of	  
ministry.	  	  
	   A	  greater	  understanding	  of	  this	  fragmentation	  of	  contemporary	  engagement	  with	  the	  
spiritual	  can	  be	  viewed	  through	  a	  postmodernist	  critique.	  Lakeland	  explores	  how	  postmodernity	  
applies	  within	  a	  religious	  context,	  he	  first	  contextualises	  what	  it	  is	  to	  be	  postmodern,	  with	  an	  
analysis	  of	  the	  way	  we	  live	  and	  how	  traditional	  values	  of	  space	  and	  time	  have	  been	  turned	  on	  their	  
head:	  
if	  we	  took	  a	  look	  around	  a	  sample	  of	  modern,	  middle-­‐class	  households	  we	  would	  surely	  find,	  
quite	  quickly,	  examples	  of	  all	  of	  the	  following:	  microcomputers	  with	  games	  that	  approach	  
the	  creation	  of	  virtual	  reality,	  all	  with	  modems	  that	  annihilate	  the	  space	  between	  the	  house	  
and	  the	  work	  site,	  or	  the	  house	  and	  the	  bank;	  the	  World	  Wide	  Web;	  large-­‐screen	  TV	  
equipped	  with	  “surround	  sound”;	  trees	  in	  the	  house	  and	  furniture	  in	  the	  garden,	  or	  
domestic	  spaces	  that	  play	  with	  the	  ambiguous	  nature	  of	  the	  distinction	  between	  the	  inside	  
and	  the	  outside	  (1997:	  5).	  
	  
Lakeland	  suggests	  that	  we	  now	  live	  in	  a	  space	  occupied	  by	  a	  breakdown	  of	  all	  that	  has	  previously	  
been	  set	  in	  stone;	  all	  notions	  of	  structures	  have	  been	  collapsed	  where	  the	  order	  is	  no	  longer	  present	  
(1997:	  2).	  The	  church	  and	  religion	  forms	  part	  of	  this	  collapse,	  now	  contemporary	  British	  citizens	  have	  
a	  far	  more	  fragmented	  landscape	  to	  make	  sense	  of.	  As	  a	  response	  and	  an	  effort	  to	  gain	  orientation,	  
individual	  autonomy	  over	  meanings,	  what	  is	  believed	  in,	  and	  how,	  becomes	  important.	  	  
	   It	  is	  in	  this	  sense	  that	  contemporary	  British	  individuals	  are	  set	  adrift	  through	  the	  unseating	  of	  
previous	  traditional	  religious	  frameworks,	  notions	  of	  God	  dislocated,	  and	  in	  today’s	  ever-­‐questioning	  
society,	  even	  science	  and	  empirical	  knowledge	  is	  up	  for	  debate.	  Lakeland	  comments	  on	  the	  toppling	  
of	  some	  of	  these	  dominant	  frameworks:	  
	  
we	  have	  the	  finest	  medical	  care,	  measured	  in	  terms	  of	  its	  technological	  capabilities,	  that	  has	  
ever	  existed,	  but	  cancer	  and	  AIDS	  run	  amok	  and	  tuberculosis	  is	  threatening	  a	  comeback.	  Even	  
worse,	  the	  new	  viruses	  we	  are	  beginning	  to	  discover	  as	  we	  do	  spoil	  the	  last	  stretches	  of	  virgin	  
forest	  and	  meet	  species	  we	  have	  never	  encountered	  before	  threaten	  us	  with	  much	  greater	  
catastrophe	  (1997:	  7).	  
	  
This	  undoubtedly	  points	  to	  unease	  felt	  by	  today’s	  individual,	  questioning	  society’s	  scientific	  and	  
technical	  progress.	  This	  sense	  of	  unease	  with	  contemporary	  rationalisation	  is	  further	  compounded	  
when	  under	  scrutiny.	  It	  is	  often	  cited	  that	  we	  are	  in	  the	  information	  age	  (Hobart	  and	  Schiffman,	  
1998),	  with	  the	  ability	  to	  acquire	  knowledge	  and	  understanding	  regarding	  almost	  every	  topic	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imaginable.	  This	  links	  back	  to	  Weber's	  thesis	  of	  disenchantment	  because	  the	  plenitude	  of	  
information	  available	  suggests	  that	  there	  are	  no	  great	  mysteries	  left	  in	  the	  world.	  However	  this	  has	  
not	  translated	  into	  to	  progression	  or	  answering	  any	  of	  life’s	  profound	  philosophical	  questions.	  The	  
Western	  world	  with	  its	  developed	  grasp	  of	  science	  and	  conquering	  of	  nature	  is	  still	  unable	  to	  deal	  
with	  certain	  diseases	  or	  nature	  disasters.	  This	  challenges	  the	  reliance	  on	  the	  rational.	  With	  a	  lack	  of	  
belief	  and	  in	  science	  and	  medicine,	  and	  a	  heavily	  undermined	  order	  of	  the	  traditional	  religious	  
undertakings,	  there	  witnesses	  another	  entry	  point	  for	  a	  contemporary	  re-­‐engagement	  with	  
enchantment.	  	  
	   The	  contemporary	  re-­‐engagement	  with	  spiritualities	  is	  mediated	  through	  a	  personal	  
internalised	  control.	  The	  spiritual	  seeker	  is	  in	  charge	  of	  their	  own	  enchantment	  embracing	  an	  array	  
of	  today’s	  popular	  spiritual	  practices	  such	  as	  meditation	  and	  forms	  of	  spiritual	  trance,	  even	  Yoga	  and	  
Reiki.	  The	  individual	  stepping	  back	  from	  the	  stresses	  of	  everyday	  life	  creates	  their	  own	  space	  to	  
become	  calm,	  self	  and	  spiritually	  aware,	  all	  of	  which	  appear	  in	  a	  multitude	  of	  spiritual	  publications	  
(see	  fig	  3.1).	  Partridge	  concurs:	  	  
	  
the	  percentage	  of	  ‘occult’	  books	  published	  since	  1930	  has	  more	  than	  doubled,	  according	  to	  a	  
recent	  report	  in	  The	  Economist,	  ‘sales	  of	  books	  about	  yoga	  and	  reiki	  ...	  have	  exploded	  in	  the	  
past	  18	  months’,	  is	  indicative	  of	  the	  steady	  increase	  of	  popular	  interest	  in	  alternative	  





Fig.	  3.1	  A	  collection	  of	  contemporary	  books	  exploring	  spiritual	  interests	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Janki	  puts	  the	  rise	  of	  ‘spiritual	  shopping’	  down	  to	  a	  lack	  of	  faith	  in	  the	  traditional	  frameworks	  of	  
theology	  alongside	  a	  rise	  in	  the	  secular	  in	  Western	  societies:	  
	  
This	  world	  itself	  is	  a	  world	  of	  deception.	  When	  people	  have	  experienced	  deception	  they	  seek	  a	  
spiritual	  path.	  However,	  even	  when	  they	  come	  onto	  a	  spiritual	  path,	  after	  some	  time,	  they	  
again	  experience	  some	  kind	  of	  deception.	  This	  is	  why	  people	  move	  away	  from	  religion.	  They	  
are	  tired	  of	  hearing	  the	  word	  ‘religion’.	  Their	  pure	  feelings	  of	  faith	  in	  religion	  have	  
disappeared—whether	  that	  be	  Hindu,	  Muslim,	  Christian	  or	  whatever.	  No	  matter	  which	  
religion	  they	  belong	  to	  they	  have	  to	  understand	  what	  true	  spirituality	  is	  and	  go	  into	  the	  depth	  
of	  that	  spirituality	  (n.d.).	  
	  
This	  breaking	  away	  from	  the	  traditional	  Western	  hegemony	  offers	  many	  ways	  to	  embrace	  the	  
possibilities	  for	  the	  contemporary	  individual	  to	  engage	  with	  the	  transcendent	  and	  notions	  of	  
enchantment.	  Whitehead	  offers	  another	  example	  of	  this	  breaking	  away	  from	  the	  rationalistic	  
scientific	  framework,	  arguing	  that:	  
	  
the	  roots	  of	  Western	  science	  are	  being	  challenged,	  and	  the	  ensuing	  debates	  have	  fragmented	  
the	  field	  into	  a	  multitude	  of	  conflicting	  approaches.	  Protagonists	  circle	  each	  other	  around	  the	  
'Hard	  problem'.	  The	  phrase	  originates	  with	  philosopher	  David	  Chalmers,	  who	  questioned	  how	  
consciousness	  could	  'arise'	  from	  'physical	  processes'	  (1998:	  20).	  	  
	  
The	  question	  of	  consciousness	  is	  a	  core	  debate	  in	  this	  area;	  hard-­‐line	  traditional	  scientists	  call	  this	  
area	  pseudoscience,	  where	  areas	  of	  consciousness,	  telepathy,	  mind	  reading	  and	  the	  like	  are	  
investigated.	  As	  a	  result,	  science	  now	  has	  to	  engage	  with	  these	  debates.	  More	  than	  ever	  before,	  
scientific	  discourses	  now	  feature	  notions	  of	  consciousness	  regarding	  emotions	  and	  the	  metaphysical,	  
exploring	  debates	  around	  not	  just	  the	  mind	  but	  the	  soul	  and	  emotion.	  	  At	  the	  University	  of	  
Northampton,	  science	  is	  involved	  in	  researching	  questions	  of	  a	  more	  transcendent	  nature	  with	  
publicly	  financed	  research	  work	  into	  the	  area	  of	  psychokinesis	  (PK)	  being	  conducted	  by	  Dr	  
Christopher	  Roe	  and	  his	  team.	  This	  is	  the	  analysis	  of	  the	  power	  of	  mind	  and	  consciousness	  on	  a	  
physical	  system.	  Roe,	  explains	  the	  challenges	  of	  scientific	  research	  into	  psychokinesis:	  
	  
due	  to	  the	  spontaneous	  nature	  of	  such	  activity	  within	  real-­‐world	  environs,	  investigating	  such	  a	  
relationship	  has	  been	  problematic.	  Therefore,	  foundational	  investigators	  such	  as	  Rhine	  (1944)	  
attempted	  to	  manipulate	  PK	  effects	  within	  a	  controlled	  environment,	  albeit	  with	  debatable	  
findings	  and	  the	  identification	  of	  yet	  more	  extraneous	  variables.	  Gradually,	  the	  investigation	  
of	  PK	  either	  empirically	  in	  the	  laboratory	  using	  random	  number	  generators	  (RNGs)	  or	  
observing	  persons	  with	  alleged	  abilities	  became	  less	  popular.	  And	  yet,	  rather	  than	  abandon	  
this	  rich	  seam	  of	  research,	  in	  recent	  years	  there	  has	  been	  a	  resurgence	  of	  interest	  in	  the	  
experimental	  study	  of	  psychokinesis'	  (Drennan	  and	  Roe,	  2009).	  
 94	  
	  
As	  a	  result	  of	  postmodern	  conceptions	  of	  knowledge,	  scientists	  in	  Britain	  now	  see	  the	  need	  to	  
engage	  with	  concepts	  that	  don't	  sit	  within	  their	  rationalistic	  field.	  Whitehead	  identifies	  a	  shift	  to	  a	  
more	  abstract	  and	  enchanted	  science,	  citing	  the	  Tucson	  III	  scientific	  conference	  where	  there	  was	  a:	  
	  
marked	  shift	  from	  'materialist'	  to	  'transcendentalist'	  beliefs	  compared	  with	  standardisation	  
study	  10	  years	  previously.	  Francis	  Vaughan,	  arguing	  for	  a	  more	  contemplative	  approach	  in	  
science	  (not	  'what	  can	  the	  universe	  do	  for	  me?'	  But'	  what	  can	  I	  do	  for	  the	  universe?'),	  asked	  
how	  many	  delegates	  practised	  meditation	  or	  had	  some	  other	  'spiritual	  practice'.	  A	  large	  
majority	  of	  the	  people	  I	  could	  see	  raised	  their	  hands	  (1998:	  21).	  
	  
This	  presents	  evidence	  to	  suggest	  how	  even	  science	  is	  now	  not	  adverse	  to	  acknowledging	  and	  
interacting	  with	  transcendent	  practices.	  Schwartz	  agrees	  acknowledging	  the	  scientific	  work	  that	  is	  
underway	  at	  universities	  into	  areas	  of	  the	  metaphysical,	  citing	  ‘The	  Patricia	  Readings’	  where	  
mediums	  give	  readings	  without	  the	  ability	  to	  see	  their	  sitter,	  therefore	  reducing	  ‘the	  of	  the	  kind	  of	  
guesswork	  and	  feedback	  psychic	  magicians	  rely	  on	  in	  their	  cold	  reading	  sessions’	  (2003:	  62).	  
	   The	  shift	  by	  British	  society	  towards	  a	  contemporary	  adoption	  of	  enchanted	  aspects	  over	  that	  
of	  the	  empirical	  word	  of	  science	  and	  outside	  of	  traditional	  religion	  is	  further	  illustrated	  through	  
Partridge	  who	  highlights	  that:	  
	  
strategies	  for	  healing,	  health,	  and	  well-­‐being	  have	  been	  democratised–they	  are	  now	  no	  longer	  
the	  preserve	  of	  the	  medical	  establishment…	  As	  Robert	  Wuthnow	  puts	  it,	  “care,	  in	  the	  sense	  of	  
attending	  to	  the	  self	  in	  its	  daily	  journey,	  becomes	  the	  key	  word,	  rather	  than	  the	  various	  cure	  
all	  suggested	  by	  medicine	  or	  traditional	  religion”	  (2005:	  4).	  	  
	  
Here	  the	  self	  is	  of	  primary	  concern	  over	  that	  of	  the	  community,	  where	  a	  person	  can	  take	  control	  and	  
autonomy	  over	  their	  own	  beliefs	  and	  systems,	  which	  previously	  were	  dictated	  by	  a	  traditional	  
religious	  order.	  The	  times	  where	  either	  religious	  doctrine	  or	  the	  empirical	  knowledge	  of	  science	  
were	  fundamental	  in	  framing	  societal	  space	  become	  undermined	  through,	  in	  the	  case	  of	  religion,	  
Enlightenment	  and,	  a	  more	  general	  sense	  of	  contemporary	  reasoning	  and	  intellectual	  questioning	  of	  




A	  Very	  Contemporary	  ‘Re-­‐Enchantment'	  
In	  order	  to	  understand	  the	  nature	  of	  any	  shift	  towards	  a	  re-­‐enchantment	  of	  contemporary	  British	  
culture	  (or	  if	  it	  is	  just	  illusionary	  and	  performing	  a	  disenchanting	  force)	  it	  is	  important	  to	  explore	  the	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context	  that	  today’s	  Spiritualism	  and	  enchantment	  find	  themselves	  in.	  It	  is	  also	  important	  to	  
contextualise	  this	  contemporary	  shift	  towards	  the	  notion	  of	  the	  individual	  soul	  shopping	  and	  people	  
seeking	  enchantment	  over	  scientific	  or	  religious	  structures.	  In	  the	  last	  14	  years	  Britain	  (along	  with	  
the	  West	  as	  a	  whole)	  has	  been	  experiencing	  a	  huge	  shake	  in	  confidence.	  The	  ongoing	  unease	  
develops	  post-­‐9/11,	  the	  Iraq	  and	  Afghan	  campaigns	  along	  with	  the	  ‘Arab	  Spring’33,	  the	  fragility	  of	  
Britain’s	  international	  standing,	  political	  decisions,	  economic	  recession	  and	  stunted	  recovery,	  along	  
with	  debates	  about	  nationhood	  in	  regard	  to	  Scotland	  and	  Europe,	  all	  of	  which	  suggest	  a	  nation	  
unsure	  of	  its	  direction	  and	  apprehensive	  regarding	  external	  affairs.	  These	  contemporary	  tensions	  
and	  the	  current	  economic	  climate	  tie	  into	  Brown's	  research	  where	  he	  discusses	  what	  he	  calls	  a	  
vacuum	  at	  the	  heart	  of	  modern	  life	  (1998:	  2),	  through	  disenchantment,	  apprehension	  regarding	  the	  
economy,	  jobs,	  breakdown	  of	  the	  family	  the	  values	  of	  materialism	  and	  a	  weariness	  of	  science.	  Brown	  
interrogates	  further	  the	  contributing	  factors	  that	  have	  led	  British	  society	  to	  feel	  the	  way	  it	  does	  
today,	  tracing	  the	  routes	  back	  to	  the	  death	  of	  Princess	  Diana	  in	  1997	  as	  a	  symbolic	  moment:	  'this	  
myth	  of	  Diana	  gave	  people	  a	  glimpse	  of	  their	  higher	  selves,	  expressed	  in	  an	  outpouring	  of	  grief	  of	  
religious	  intensity'	  (Brown,	  1998:	  2).	  What	  is	  noteworthy	  about	  the	  death	  of	  Diana	  is	  how	  people	  
engaged	  with	  the	  developing	  situation.	  This	  was	  not	  just	  a	  tabloid	  event;	  hours	  after	  the	  news	  broke	  
huge	  swathes	  of	  the	  public	  sought	  comfort	  taking	  flowers	  to	  the	  front	  of	  Kensington	  Palace	  (the	  
Princess'	  former	  home),	  coming	  together	  in	  a	  moment	  of	  collective	  grief.	  Stone	  &	  Pennebaker	  
describe	  the	  reaction	  to	  the	  Princes'	  death	  as:	  
	  
immediate	  and	  emotional.	  Heartfelt	  messages	  of	  sadness	  and	  condolence	  were	  expressed	  by	  
world	  leaders	  and	  citizens	  (Boshoff	  &	  Dutter,	  1997).	  The	  magnitude	  of	  the	  outpouring	  of	  
emotion	  was	  unexpected;	  in	  response	  to	  the	  hours-­‐long	  wait	  to	  sign	  one	  of	  the	  five	  books	  of	  
condolence	  at	  St.	  James’	  Palace	  in	  London,	  an	  additional	  10	  books	  were	  made	  available	  
(Slackman,	  1997).	  A	  2	  million	  dollar	  increase	  in	  flower	  shipments	  to	  Britain	  occurred	  because	  
mourners	  placed	  hundreds	  of	  thousands	  of	  flowers	  at	  Buckingham	  Palace	  and	  at	  Diana’s	  home	  
at	  Kensington	  Palace	  as	  a	  memorial	  (“Running	  on	  Flowers,”	  1997).	  Even	  the	  World	  Wide	  Web	  
was	  burdened	  by	  an	  over-­‐load	  of	  visitors	  to	  sites	  relating	  to	  Princess	  Diana.	  Pre-­‐existing	  sites	  
for	  the	  British	  monarchy	  and	  Princess	  Diana	  were	  jammed	  and,	  in	  some	  cases,	  shut	  down	  due	  
to	  the	  increased	  volume	  of	  hits	  (2002:	  174).	  
	  
Caputi	  further	  explores	  the	  significance	  of	  this	  public	  outpouring,	  suggesting	  that	  while	  some	  critics	  
claimed	  this	  phenomenon	  as	  nothing	  more	  than	  an	  event,	  produced	  by	  the	  media	  and	  not	  
representative	  of	  a	  spontaneous	  public	  response,	  Caputi	  cites	  journalist	  Andrew	  Marr,	  who	  stated	  
that	  the	  public’s	  response	  to	  the	  death:	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
33	  The	  ‘Arab	  Spring’	  is	  the	  collective	  name	  given	  to	  the	  uprisings	  in	  Libia,	  Syria,	  Yemen,	  Egypt	  and	  
unease	  across	  swaths	  of	  other	  middle-­‐eastern	  countries	  between	  2010	  -­‐.	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wasn't	  'got	  up'	  by	  the	  press.	  It	  was	  real,	  and	  “unchoreographed"	  ...Even	  the	  style	  of	  mourning-­‐
-­‐emotional	  display,	  candles,	  flowers,	  incense,	  and	  outpouring	  of	  words-­‐-­‐was	  different	  from	  
British	  tradition.	  The	  New	  York	  Times	  called	  this	  a	  "Latin"	  style	  of	  grief.	  More	  accurately,	  it	  is	  
one	  steeped	  in	  "neo-­‐heathen,"	  that	  is,	  feminine,	  folk,	  gay,	  and	  otherwise	  non-­‐elite	  traditions	  
(1999:	  108).	  
	  
Both	  Caputi	  and	  Brown	  claim	  that	  Diana’s	  almost	  mythical	  presence,	  as	  the	  ‘Queen	  of	  Hearts,’34	  was	  
a	  catalyst	  in	  driving	  this	  outpouring	  of	  grief,	  with	  undercurrents	  of	  a	  deeper	  sense	  of	  the	  loss	  of	  
innocence.	  Diana,	  personified	  by	  many	  as	  the	  ‘people’s	  Princess,’	  would	  visit	  ‘the	  sick	  and	  the	  poor,	  
deeply	  impacting	  public	  consciousness	  when	  she	  physically	  touched	  those	  afflicted	  with	  leprosy,	  
AIDS,	  and	  other	  feared	  diseases’	  (1999:	  108).	  Brown	  sees	  this	  as	  exactly	  the	  reason	  for	  a	  communal	  
spiritual	  experience,	  arguing	  that	  people	  viewed	  her	  as:	  ‘a	  member	  of	  their	  own	  family…And	  
mourned	  her	  death	  accordingly’	  (1998:	  2).	  Thus	  Diana’s	  death	  became	  a	  way	  in	  which	  to	  escape	  the	  
vacuum	  at	  the	  heart	  of	  contemporary	  life,	  exemplifying	  a	  deeper	  yearning	  for	  a	  collective	  spiritual	  
experience.	  While	  the	  media	  were	  present	  at	  every	  moment,	  it	  was	  the	  British	  public	  who	  led	  the	  
unravelling	  story.	  Some	  brought	  flowers	  and	  stood	  quietly	  (some	  cried	  loudly)	  along	  with	  thousands	  
of	  others	  at	  the	  gates	  of	  Kensington	  Palace,	  many	  attended	  churches	  to	  pray	  for	  Diana.	  What	  was	  
evident	  was	  that	  the	  grieving	  process	  (even	  the	  throwing	  of	  flowers	  onto	  Diana’s	  hearse	  as	  it	  drove	  
away	  from	  Westminster	  Abbey)	  was	  unorthodox	  and	  incorporated	  a	  mix	  of	  mourning	  traditions.	  	  
	   While	  grief	  for	  Diana	  may	  have	  been	  a	  temporary	  collective	  experience,	  which	  did	  for	  many	  
British	  people	  transcend	  the	  daily	  routine	  of	  contemporary	  existence,	  there	  have	  been	  many	  other	  
significant	  factors	  more	  recently	  that	  have	  contributed	  to	  a	  yearning	  for	  an	  escape	  from	  
contemporary	  commodification.	  The	  failing	  economy,	  apprehensions	  regarding	  jobs	  and	  pensions	  
and	  further	  worries	  regarding	  the	  materialistic	  features	  of	  life	  have	  presented	  further	  pressures	  that	  
make	  an	  enchanted	  space	  an	  appealing	  route	  of	  escapism.	  A	  spiritual	  or	  enchanted	  experience	  is	  not	  
determined	  by	  the	  money	  markets	  or	  other	  such	  rigours	  of	  everyday	  life,	  the	  spiritual	  forms	  a	  path	  
for	  contemporary	  people	  to	  get	  away	  from	  it	  all,	  and	  immerse	  themselves	  within.	  Access	  to	  it	  is	  not	  
financially	  dependent,	  and	  it	  is	  a	  journey	  that	  lives	  outside	  of	  the	  restraints	  imposed	  by	  
contemporary	  pressures	  such	  as	  work,	  and	  the	  mundane.	  With	  this	  in	  mind,	  it	  is	  feasible	  to	  see	  how	  
these	  pressures	  and	  emerging	  trends	  have	  reinvigorated	  a	  yearning	  for	  a	  personal	  experience,	  one	  
outside	  of	  commodified	  society.	  O'Loughlin	  notes	  that:	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34	  After	  her	  death	  Princess	  Diana	  was	  often	  referred	  to	  as	  the	  Queen	  of	  Hearts,	  a	  term	  was	  first	  used	  
by	  the	  princess	  herself	  when,	  during	  a	  BBC	  Panorama	  interview	  in	  1995	  she	  was	  asked	  how	  she	  
would	  like	  to	  be	  remembered,	  she	  said,	  ‘I	  would	  like	  to	  be	  a	  Queen	  of	  people’s	  hearts’.	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a	  brief	  look	  at	  the	  New	  Age	  section	  in	  an	  average	  bookshop	  will	  reveal	  a	  dizzying	  array	  of	  
possibilities.	  The	  subject	  spans	  everything	  from	  reincarnation,	  oriental	  healing	  practices	  and	  
Feng	  Shui,	  to	  Native	  American	  shamanism,	  Celtic	  paganism,	  crystal	  therapy	  and	  
clairvoyance…The	  spiritual	  consumer	  can	  pick	  and	  choose	  ‘whatever	  works’	  (1999:	  364).	  
	  
O'Loughlin	  argues	  for	  the	  existence	  of	  a	  soul	  shopper	  who,	  as	  previously	  defined	  this	  is	  an	  individual	  
who	  will	  appropriate	  different	  elements	  from	  various	  belief	  systems	  agreeable	  to	  them,	  and	  are	  
often	  fluid	  in	  their	  meanings	  and	  definitions.	  Notions	  of	  O'Loughlin's	  theorisation	  of	  the	  soul	  shopper	  
where	  the	  individual	  is	  at	  the	  centre	  of	  the	  experience	  are	  noted	  as	  far	  back	  as	  the	  early	  1980s,	  
where	  Swatos,	  citing	  Luckmann	  (1967)	  states	  that	  people	  adopt	  an:	  
	  
“institutionally	  non-­‐specialised	  form	  of	  religion”	  in	  which	  “the	  individual	  constructs	  not	  only	  
his	  personal	  identity	  but	  also	  his...system	  of	  'ultimate'	  significance.”	  As	  elsewhere	  in	  a	  
consumerist	  society,	  the	  “autonomous”	  individual	  chooses,	  cafeteria	  style,	  “certain	  religious	  
themes	  from	  the	  available	  assortment	  and	  builds	  them	  into	  a	  somewhat	  precarious	  private	  
system”	  of	  meaning	  (1983:	  326).	  
	  
Further	  analysis	  by	  Swatos	  of	  the	  de-­‐institutionalisation	  of	  religion:	  
	  
does	  not	  automatically	  entail	  the	  conclusion	  that	  people	  are	  less	  “religious”	  (i.e.,	  devoted	  to	  
whatever	  transcendent	  being[s]	  or	  principal[s]	  they	  worship,	  honour,	  and/or	  follow)	  than	  they	  
have	  been	  in	  previous	  eras	  or	  that	  specific	  religious	  organisations	  are	  in	  a	  state	  of	  imminent	  
collapse.	  It	  does	  signify	  that	  the	  place	  of	  religious	  norms	  within	  the	  social	  structure	  has	  altered	  
as	  has	  the	  character	  of	  society	  itself	  (1983:	  328).	  
	  
This	  illustrates	  that	  whilst	  people	  need	  to	  express	  a	  concern	  for	  values	  and	  beliefs,	  the	  traditional	  
participation	  in	  a	  church	  setting	  or	  place	  of	  worship	  has	  shifted,	  people	  are	  now	  used	  to	  choice	  in	  a	  
commodified	  life,	  so	  this	  approach	  becomes	  mapped	  to	  the	  spiritual	  too,	  paradoxically	  returning	  
consumerism	  to	  the	  desire	  to	  evade	  consumerism.	  Swatos	  also	  points	  to	  the	  fact	  that:	  'everyone	  
became	  a	  religious	  authority	  unto	  himself	  or	  herself'	  (1983:	  329),	  again	  underlining	  the	  
contemporary	  individual’s	  empowerment	  when	  taking	  control	  of	  his	  or	  her	  own	  beliefs	  and	  spiritual	  
yearnings.	  The	  contemporary	  individual	  is	  seemingly	  in	  charge	  of	  how	  they	  mediate	  notions	  of	  belief	  
and	  their	  engagement	  with	  the	  spiritual,	  which	  helps	  to	  provide	  an	  understanding	  of	  the	  landscape	  
of	  contemporary	  re-­‐enchantment.	  	  
	   As	  referred	  to	  by	  O'Loughlin,	  the	  age	  of	  the	  soul	  shopper	  is	  today	  serviced	  by	  a	  rich	  array	  of	  
visually	  enchanting	  material,	  from	  superficial	  experiences	  such	  as	  television	  and	  movies,	  specifically	  
programmes	  that	  invite	  the	  viewer	  into	  a	  new,	  often	  enchanted	  world	  that	  seeks	  to	  create	  a	  new	  set	  
of	  beliefs	  or	  spiritual	  orders	  (1999).	  The	  phenomenal	  success	  of	  brands	  such	  as	  the	  Hobbit,	  Lord	  of	  
the	  Rings	  and	  Twilight	  franchises	  and	  the	  wizardry	  and	  magic	  they	  contain	  have	  a	  relationship	  when	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charting	  the	  rise	  of	  contemporary	  engagement	  with	  beliefs	  and	  values	  outside	  of	  traditional	  
theological	  framework.	  Hume	  et	  al.	  (2006)	  cite	  O'Keefe	  (1982)	  arguing	  that:	  
	  
magic,	  like	  religion	  is	  a	  process	  that	  creates	  belief	  and	  community.	  Magic	  occurs	  when	  we	  
expropriated	  powerful	  cultural	  symbols	  and	  manipulate	  them	  enough	  to	  change	  the	  
categories	  that	  sustain	  their	  frames	  of	  reference	  (2006:	  105).	  	  
	  
Hume	  et	  al.	  reinforce	  this,	  highlighting	  a	  move	  away	  from	  traditional	  forms	  of	  religious	  dogma,	  
where	  we	  now	  have	  fusions	  of	  tradition,	  sometimes	  remixed	  and	  repackaged	  or	  an	  altogether	  
cobbled	  together	  form	  of	  belief	  system,	  a	  kind	  of	  'hybrid	  cocktail	  of	  beliefs	  and	  practices'	  (2006:	  xvii).	  
While	  Hume	  et	  al.	  argue	  that	  there	  is	  this	  myriad	  of	  diverse	  beliefs,	  they	  consider	  that	  people	  
continue	  to	  search	  for	  communities	  within	  this	  paradigm,	  seeking	  like-­‐mindedness	  and	  shared	  
identity.	  	  
	   Leary	  constructed	  a	  debate	  in	  the	  mid-­‐1990s,	  early	  in	  the	  ‘information	  age,’	  exploring	  
cyberspace	  as	  a	  spiritual	  landscape,	  in	  order	  to	  propose	  a	  way	  in	  which	  individuals	  might	  be	  able	  to	  
interact	  and	  feel	  a	  sense	  of	  community.	  Leary	  argues	  that	  chat	  rooms	  provided	  a	  unique	  virtual	  
space,	  the	  nature	  of	  how	  messages	  exchanged	  between	  the	  members	  offered	  an	  ability	  to	  engage	  
in:	  'collective	  devotion,	  much	  as	  they	  would	  in	  a	  Church	  or	  a	  Bible	  study	  group.	  For	  some	  regular	  
participants	  this	  activity	  was	  a	  significant	  part	  of	  their	  spiritual	  life'	  (1996:	  794).	  
	   What	  we	  are	  now	  witnessing	  is	  the	  commodification	  of	  enchantment,	  or	  at	  least	  re-­‐
presentations	  of	  what	  it	  is	  to	  be	  enchanted.	  Through	  secularisation	  and	  commerciality,	  notions	  of	  
enchantment	  are	  being	  produced,	  stylised	  and	  sold	  to	  the	  consumer.	  The	  rise	  of	  this	  phenomena	  is	  
highlighted	  through	  texts	  such	  as	  the	  Harry	  Potter	  series	  of	  books	  and	  films,	  Star	  Wars,	  Lord	  of	  the	  
Rings,	  television	  shows	  such	  as	  Being	  Human	  (BBC,	  2008)	  and	  magazines	  such	  as	  Paranormal	  Ghost	  
Voices	  and	  the	  Fortean	  Times.	  Specialist	  publications	  are	  not	  the	  only	  form	  of	  media	  available	  for	  
public	  consumption	  that	  discuss	  notions	  of	  the	  metaphysical;	  the	  British	  press	  have	  featured	  many	  
articles	  over	  recent	  years	  including	  stories	  of	  psychic	  powers,	  testimonies	  of	  life	  after	  death,	  ghostly	  
apparitions,	  reincarnation	  and	  Spiritualism.	  Figures	  3.2	  -­‐	  3.7	  below	  illustrate	  examples	  of	  these.	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Fig.	  3.2	  Daily	  Mail	  05/09/06	  	   	   	   Fig.	  3.3	  Daily	  Mail	  21/07/07	  
	  
	  
	  	  	  	  	   	  
	  Fig.	  3.4	  The	  Sun	  10/04/10	   	   	   Fig.	  3.5	  Daily	  Mail	  25/01/14	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Fig.	  3.6	  Daily	  Express	  03/08/06	   	   	   Fig.	  3.7	  The	  Sun	  30/01/09	  
	  
	  
	   The	  newspaper	  articles	  are	  often	  constructed	  featuring	  synthesised	  images	  that	  are	  
composted	  together	  to	  play	  on	  existing	  notions	  of	  ghosts	  and	  the	  afterlife.	  The	  wording	  utilised	  such	  
as	  ‘medium’,	  ‘exorcism’,	  ‘spirit’	  and	  ‘paranormal’	  reaffirm	  metaphysical	  linguistics,	  while	  hinting	  at	  a	  
narrative	  of	  spectacular,	  for	  example	  Fig	  3.7	  –	  Surgical	  Spirit	  talks	  of	  a	  cloaked	  figure	  all	  dressed	  in	  
black	  roaming	  the	  wards,	  which	  is	  thought	  to	  be	  a	  soldier	  killed	  there	  in	  the	  1920s.	  Discussions	  of	  
mediumship	  are	  spectacularised	  too;	  Fig	  3.4,	  the	  article	  on	  Cheryl	  Cole	  (now	  Fernandez-­‐Versini)	  
skirts	  over	  complex	  spiritual	  claims	  of	  past-­‐life	  regression	  while	  aligning	  the	  mediumship	  with	  
notions	  of	  celebrity	  in	  stating	  that	  medium	  Jusstine	  Kenzer	  performs	  regular	  sessions	  with	  ‘actresses	  
Teri	  Hatcher,	  45,	  Nicolette	  Sheridan,	  46,	  plus	  model	  Carmen	  Electra’.	  In	  recent	  months	  it	  seems	  this	  
link	  between	  discussions	  of	  the	  metaphysical	  and	  media	  spectacle	  appears	  to	  be	  growing	  so	  that	  X-­‐
Factor	  boss	  Simon	  Cowell	  ‘Calls	  in	  an	  Exorcist’	  due	  to	  ghostly	  goings	  on	  at	  the	  X-­‐Factor	  Mansion	  
(Begley,	  18/10/14),	  Strictly	  Come	  Dancing	  star	  Caroline	  Flack	  reported	  being	  terrorised	  by	  ‘a	  black	  
eyed	  child	  ghost’35	  while	  practising	  for	  the	  show	  (McCloskey,	  09/10/14)	  and	  actress	  Angelina	  Jolie	  
has	  claimed	  that	  her	  dead	  Mother	  has	  been	  helping	  bring	  up	  her	  children,	  ‘Mum	  is	  there…she’s	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35	  There	  were	  a	  number	  of	  stories	  that	  appeared	  in	  the	  Daily	  Star	  during	  October	  2014,	  which	  
featured	  claims	  that	  ghostly	  ‘Black-­‐Eyed’	  children	  were	  terrorising	  the	  UK.	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present	  all	  the	  time’	  (McCloskey,	  08/10/14).	  
	   The	  entry	  of	  enchantment	  into	  popular	  culture	  can	  not	  only	  be	  seen	  in	  news	  culture	  because	  
Morie's	  work	  on	  the	  construction	  of	  digital	  enchantment	  also	  highlights	  the	  various	  forms	  of	  
enchanted	  narratives	  present	  in	  contemporary	  computer	  games,	  from	  saving	  the	  Princes	  in	  
Nintendo's	  successful	  Super	  Mario	  franchise,	  an	  imprisoned	  Princess	  who	  holds	  magical	  powers	  in	  
Legend	  of	  Zelda	  through	  to	  a	  Princess	  in	  the	  game	  Ico	  who:	  
	  
is	  a	  waif-­‐like	  semi-­‐ghost	  who	  seems	  to	  hover	  in	  a	  luminal	  space	  between	  life	  and	  death.	  Ico,	  
the	  main	  character,	  must	  keep	  her	  from	  being	  sucked	  into	  the	  holes	  of	  darkness	  from	  which	  
evil	  spirits	  constantly	  emerge	  to	  capture	  her	  (09/08/11).	  	  
	  
Morie	  uses	  Zipes	  to	  argue	  that	  these	  digital	  forms	  of	  enchantment	  open	  up	  vistas	  for	  the	  possibility	  
of	  transformations,	  stating	  that:	  
	  
Such	  transformations	  include	  possibilities	  that	  cannot	  be	  tested	  in	  the	  real	  world,	  a	  place	  
where	  imagination	  must	  succumb	  to	  the	  exigencies	  of	  survival..."The	  fairy	  tale	  gives	  full	  
expression	  to	  the	  dissatisfactions	  of	  average	  people,	  and	  this	  is	  why	  is	  remains	  such	  a	  
powerful	  cultural	  force	  among	  them”(Zipes,	  2002:	  158)	  cited	  in	  (Morie,	  09/08/11:	  10).	  
	  
	  
	   Contemporary	  forms	  of	  enchantment	  through	  digital	  computer	  games	  are	  not	  confined	  
solely	  to	  experiences	  aimed	  at	  children.	  Relatively	  recent	  releases	  have	  included	  games	  such	  as	  the	  
hugely	  popular	  World	  of	  Warcraft	  and	  Myst	  franchise.	  Both	  are	  targeted	  at	  an	  adult	  gamer	  and	  
feature	  mysterious	  worlds	  in	  which,	  when	  playing	  the	  game,	  you	  are	  granted	  magical	  powers,	  but	  
you	  are	  also	  subject	  to	  the	  magical	  powers	  of	  other	  online	  players	  and	  those	  generated	  and	  
operated	  by	  the	  online	  computer	  which	  runs	  the	  game.	  The	  popularity	  of	  World	  of	  Warcraft	  is	  in	  no	  
doubt;	  the	  game	  was	  a	  worldwide	  phenomenon	  where	  at	  one	  point	  there	  were	  11.2	  million	  
players36.	  This	  again	  serves	  to	  suggest	  that	  through	  digital	  entertainment	  contemporary	  society	  is	  
engaging	  with	  other	  spaces	  that	  offer	  a	  false	  momentary	  enchantment,	  a	  kind	  of	  aesthetic,	  digitally	  
created	  external	  world.	  
	   Walters	  negotiates	  the	  virtual	  spaces	  that	  have	  opened	  up	  because	  of	  the	  computer	  age,	  
arguing	  that:	  
	  
Cyberspace	  is	  a	  medium	  that	  is	  emerging	  out	  of	  a	  new	  way	  of	  thinking	  about	  computers	  and	  
their	  relationship	  to	  human	  experience.	  Computers	  are	  no	  longer	  seen	  as	  'tools	  for	  the	  mind,	  
but	  as	  'engines	  for	  new	  worlds	  of	  experience'	  (1997:	  415).	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
36	  Information	  from	  Blizzard	  Entertainment,	  The	  game	  holds	  a	  current	  Guinness	  world	  record	  for	  the	  
most	  number	  of	  MMORPG	  players.	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The	  explosion	  of	  digital	  media,	  and	  its	  popularity,	  does	  not	  however	  provide	  an	  argument	  for	  re-­‐
enchantment,	  even	  if	  the	  rise	  in	  consumption	  and	  explorations	  of	  space	  outside	  of	  our	  physical	  
world	  show	  an	  enhanced	  sensitivity	  and	  willingness	  to	  engage	  with	  notions	  of	  enchantment,	  
because	  these	  are	  notably	  superficial	  in	  nature	  and	  merely	  point	  to	  a	  fascination	  or	  phase	  of	  
consumer	  interest.	  Buch	  reinforces	  this,	  stating:	  	  
	  
although	  some	  religious	  doctrines	  could	  be	  linked	  to	  literary	  themes	  in	  science	  fiction	  (e.g.	  
Star	  Wars	  or	  Star	  Trek)	  or	  ‘magical’	  fiction	  (e.g.	  Harry	  Potter)	  it	  is	  a	  long	  way	  from	  establishing	  
that	  their	  popular	  following	  expresses	  veiled	  deep-­‐seated	  religious	  sensibility	  or	  function	  
(2007:	  10).	  
	  
	   The	  production	  of	  these	  films,	  books,	  and	  other	  commodities	  that	  construct	  notions	  of	  
mystical	  other	  has	  the	  effect	  of	  displacing	  the	  meaning	  and	  the	  value	  that	  is	  placed	  on	  the	  feeling	  of	  
enchantment.	  Whilst	  these	  films	  and	  texts	  produce	  a	  sense	  of	  visual	  wonderment	  and	  do	  fall	  into	  
the	  previously	  defined	  area	  of	  enchantment	  in	  terms	  of	  their	  content,	  it	  is	  difficult	  to	  see	  how	  these	  
texts	  on	  their	  own	  can	  convincingly	  provide	  a	  deep	  sense	  of	  long-­‐lasting	  enchantment,	  connection	  
with	  the	  senses,	  participation	  or	  community.	  In	  this	  sense	  what	  we	  have	  is	  a	  simulated	  enchanted	  
experience,	  one	  that	  merely	  brushes	  the	  top	  of	  what	  Bennett	  described,	  not	  an	  experience	  that	  is	  
completely	  immersive	  but	  one	  that	  is	  momentary	  and	  superficial	  (Ostling,	  2003).	  In	  stark	  contrast	  to	  
this	  theory	  of	  contemporary	  audiences	  being	  enchanted,	  albeit	  superficially,	  Ostling	  describes	  Harry	  
Potter's	  magic	  as	  the	  antithesis	  of	  enchantment	  (2003:	  3).	  Potter's	  magic	  is	  of	  universal	  applicability;	  
it	  is	  replicable	  and	  predictable,	  almost	  aligning	  what	  Potter	  does	  as	  a	  science,	  removing	  all	  notions	  of	  
wonder	  and	  amazement.	  	  
	   This	  sense	  of	  re-­‐enchantment	  throughout	  the	  media	  is	  far	  more	  prolific	  than	  just	  Hollywood,	  
and	  incorporates	  the	  internet,	  magazines,	  and	  even	  mobile	  apps	  on	  phones.	  At	  the	  time	  of	  writing,	  
there	  are	  a	  number	  of	  spiritual	  apps	  available	  for	  the	  iPhone	  and	  similar	  smart-­‐phone	  devices.	  
Spiritual	  Quotes	  is	  described	  as	  an	  app	  where	  you	  can:	  'get	  all	  your	  favourite	  Spirituality	  quotes	  all	  in	  
one	  place	  [and]	  Pay	  homage	  to	  spirituality's	  intuition	  with	  the	  Spirituality	  Quotes	  application'.	  While	  
this	  is	  anecdotal	  evidence,	  it	  shows	  that	  in	  an	  age	  where	  the	  iPhone	  is	  hailed	  as	  one	  of	  the	  most	  
successful	  technological	  devices	  for	  communication	  within	  the	  contemporary	  Western	  world	  there	  is	  
room	  for	  spiritualities,	  albeit	  pre-­‐packaged	  in	  an	  app	  and	  again	  aesthetic	  in	  its	  offering,	  It	  illustrates	  
how	  society	  is	  enchantment-­‐aware,	  highlighting	  further	  the	  commodification	  of	  the	  spiritual,	  where	  
it	  is	  more	  about	  momentary	  escapism	  and	  gratification,	  rather	  than	  a	  true	  experience	  or	  
engagement.	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   One	  area	  of	  on-­‐screen	  enchantment	  that	  has	  become	  particularly	  prolific	  is	  that	  of	  Japanese	  
animation,	  or	  anime.	  This	  has	  been	  available	  to	  Western	  audiences	  for	  some	  time,	  but	  has	  seen	  a	  
huge	  rise	  in	  popularity	  since	  the	  mid-­‐1990s.	  What	  is	  unique	  to	  this	  form	  of	  entertainment	  is	  its	  
complexity,	  and	  adult	  themes	  that	  permeate	  the	  narrative.	  Whilst	  Hollywood	  and	  Disney	  have	  
situated	  their	  entertainment	  in	  a	  predictable	  form,	  Japanese	  animation	  is	  in	  complete	  opposition,	  
challenging	  the	  viewer.	  Napier	  argues	  that:	  
	  
anime	  works	  include	  everything	  that	  Western	  audiences	  are	  accustomed	  to	  seeing	  in	  live–
action	  films–romance,	  comedy,	  tragedy,	  adventure,	  even	  psychological	  probing	  of	  a	  kind	  
seldom	  attempted	  in	  recent	  mass–culture	  Western	  film	  or	  television	  (2001:	  6).	  	  
	  
The	  Japanese	  anime	  Princess	  Mononoke37	  has	  to	  date	  been	  one	  of	  the	  most	  successful	  international	  
releases	  for	  this	  genre,	  far	  from	  the	  releases	  of	  Western	  cinema	  that	  are	  prevalent	  within	  Britain,	  
this	  animation	  is	  far	  more	  spiritual	  and	  enchanted	  in	  its	  narrative.	  The	  films	  core	  themes	  include	  
supernatural	  powers,	  curses	  and	  rejuvenated	  Earth,	  complex	  in	  nature	  and	  dealing	  with	  elements	  
outside	  of	  the	  realm	  of	  existing	  human	  scientific	  understanding.	  The	  success	  of	  this	  film	  and	  others	  
that	  feature	  similar	  themes	  within	  contemporary	  British	  society	  highlights	  a	  growing	  form	  of	  
consumption	  of	  this	  form	  of	  stylised	  enchantment.	  
	   As	  discussed,	  enchantment	  is	  utilised	  and	  often	  represented	  by	  the	  media	  to	  capture	  
imaginations	  of	  a	  contemporary	  audience.	  On	  the	  internet	  there	  are	  many	  places	  you	  can	  go	  for	  
spiritual	  readings,	  a	  large	  internet	  presence	  of	  psychics,	  with	  a	  plethora	  of	  services	  from	  being	  able	  
to	  read	  the	  future	  through	  to	  being	  able	  to	  heal	  your	  soul;	  enchantment	  is	  available	  24/7	  (and	  in	  this	  
paradigm	  often	  charged	  for)	  if	  you	  are	  prepared	  to	  go	  online.	  This	  is	  however	  an	  aesthetic	  approach	  
to	  enchantment,	  and	  in	  most	  cases	  a	  very	  cynical	  moneymaking	  exercise.	  This	  also	  brings	  into	  
debate	  questions	  around	  enchanted	  spaces.	  Holloway	  argues	  that:	  'enchantment	  and	  enchanted	  
spaces	  are	  sensuous	  spaces	  that	  cannot	  be	  reduced	  to	  societal	  processes,	  structures,	  or	  belief	  itself'	  
(2006:	  186).	  This	  notion	  of	  enchanted	  spaces	  is	  sometimes	  a	  grey	  area,	  particularly	  with	  television	  
programmes	  that	  incorperate	  claimed	  genuine	  events	  and	  places.	  In	  the	  case	  of	  Most	  Haunted,	  the	  
programme,	  whilst	  ostensibly	  sensationalist	  and	  superficial,	  takes	  the	  viewer	  on	  a	  journey	  to	  
genuine	  locations,	  exploring	  supposedly	  extraordinary	  events	  documented	  through	  either	  oral	  
history,	  or	  legend.	  In	  this	  case	  we	  see	  the	  virtual	  space	  of	  the	  media	  interacting	  with	  a	  real	  space,	  
both	  geographically	  and	  historically.	  
	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
37	  The	  initial	  release	  of	  Princess	  Mononoke	  was	  in	  1997	  in	  Japan,	  1999	  in	  the	  West.	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Aesthetic	  Escapism	  and	  'Enchanted'	  Spaces	  
As	  already	  discussed,	  the	  traditional	  framework	  of	  religious	  order	  continues	  to	  be	  undermined	  by	  
culturally	  dominant	  scientific	  and	  rational	  thought,	  but,	  as	  has	  also	  been	  noted,	  science	  is	  not	  
immune	  to	  a	  weakening	  because	  arguably	  it	  too	  is	  becoming	  a	  victim	  of	  a	  culture	  in	  which	  people	  
are	  looking	  for	  other	  options.	  This	  has	  spawned	  a	  re-­‐entrenchment	  of	  orthodox	  theological	  
perspectives	  such	  as	  the	  Moral	  Majority	  in	  the	  United	  States,	  who	  cling	  to	  the	  religious	  doctrine	  ‘like	  
a	  life	  raft’	  (Brown,	  1998:	  1).	  For	  those	  who	  seek	  not	  to	  be	  tied	  down	  by	  the	  highly	  structured	  and	  
unforgiving	  nature	  of	  traditional	  theology,	  there	  is	  the	  chance	  to	  invest	  interest	  in	  all	  manner	  of	  New	  
Age	  spiritual	  beliefs	  including	  Spiritualism,	  channelling,	  regression	  and	  many	  other	  practices,	  which,	  
to	  the	  contemporary	  individual,	  offer	  immediate	  spiritual	  gratification.	  This	  illuminates	  a	  new	  
dynamic	  in	  which	  people	  now	  expect	  quick	  fixes,	  through	  which	  they	  can	  gain	  instant	  spiritual	  
understanding,	  experience	  and	  immersion.	  	  
	   The	  opening	  of	  new	  spaces	  for	  enchantment	  in	  British	  society	  is	  where	  Spiritualism	  finds	  its	  
place,	  offering	  a	  door	  to	  another	  enchanted	  world,	  one	  outside	  of	  our	  own	  physical	  realm,	  outside	  of	  
the	  day-­‐to-­‐day	  pressures	  and	  contemporary	  fears	  and	  anxieties,	  providing	  a	  framework	  for	  people	  to	  
interact	  with	  and	  explore	  another	  world,	  a	  world	  of	  spirit	  that	  is	  more	  than	  just	  an	  abstract	  idea.	  The	  
system,	  the	  values,	  and	  the	  beliefs	  that	  Spiritualism	  offers	  provide	  the	  believer,	  or	  the	  person	  who	  
wants	  to	  be	  enchanted	  through	  its	  belief	  system,	  an	  opportunity	  to	  do	  so	  that	  carries	  an	  element	  of	  
structure.	  What	  must	  also	  be	  taken	  into	  account	  is	  that	  today,	  as	  in	  previous	  historical	  periods,	  there	  
is	  level	  of	  fascination	  with	  death,	  its	  meaning,	  and	  questions	  regarding	  what	  comes	  next	  and	  the	  
possibilities	  of	  the	  survival	  of	  the	  soul	  post-­‐disembodiment.	  Spiritualism	  purports	  to	  at	  least	  offer	  
elements	  of	  proof,	  whilst	  enchanting	  believers	  in	  its	  principles.	  Lee	  considers	  interest	  in	  areas	  of	  
enchantment	  and	  life	  after	  death,	  arguing	  that:	  
	  
renewed	  fascination	  with	  the	  hidden	  mysteries	  of	  the	  universe	  became	  another	  way	  of	  
inquiring	  about	  the	  meaning	  of	  death.	  What	  lay	  beyond	  this	  world	  was	  not	  seen	  as	  a	  result	  of	  
reverie	  but	  as	  an	  authentic	  exploration	  of	  other	  dimensions	  of	  existence	  that	  suggested	  a	  new	  
understanding	  of	  transcendentalism	  (2008:	  751).	  	  
	  
This	  cultural	  fascination	  in	  death	  is	  registered	  by	  Hill	  who	  acknowledges	  it	  in	  respect	  of	  the	  
bourgeoning	  paranormal	  market,	  arguing	  that:	  ‘many	  people	  are	  searching	  for	  a	  “disquieting	  
experience”	  about	  death	  and	  the	  terror	  of	  death.	  They	  are	  looking	  for	  experiences	  that	  provide	  
evidence	  of	  paranormal	  and	  afterlife	  beliefs’	  (2010:	  2).	  	  
	   As	  noted	  earlier	  the	  World	  Wide	  Web	  forms	  part	  of	  the	  landscape	  of	  contemporary	  
negotiations	  surrounding	  the	  meanings	  of	  present-­‐day	  enchantment.	  Since	  the	  establishment	  of	  the	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internet	  as	  a	  communicative	  tool,	  featuring	  e-­‐mail,	  forums,	  discussion	  groups	  and	  more	  recently	  
‘social	  media’	  the	  rise	  in	  online	  spiritualities	  has	  been	  exponential.	  Partridge	  explores	  in	  great	  detail	  
the	  varying	  degrees	  of	  the	  spiritual	  and	  particularly	  notions	  of	  the	  occult	  that	  are	  prevalent	  online.	  
He	  highlights	  a	  fascinating	  statistic:	  'in	  2004	  it	  was	  found	  that	  28	  million	  Americans	  have	  used	  the	  
internet	  to	  get	  religious	  and	  spiritual	  information	  and	  connect	  with	  others	  on	  their	  faith	  journeys'	  
(2005:	  136).	  Partridge	  goes	  on	  to	  say	  that	  with	  the	  nature	  of	  the	  internet	  being	  a	  virtual	  space,	  it	  is	  
similar	  in	  some	  respects	  to	  other	  worlds	  and	  spiritual	  planes.	  Thus	  it	  is	  feasible	  that	  to	  contemporary	  
individuals	  who	  adopt	  belief	  systems	  outside	  of	  the	  dominant	  theologies,	  the	  internet	  has	  become	  a	  
natural	  home.	  The	  internet	  is	  outside	  of	  any	  physical	  realm,	  and	  largely	  outside	  of	  society’s	  
framework.	  For	  the	  most	  part	  it	  offers	  complete	  freedom	  of	  speech	  where	  the	  questioning	  of	  
dominant	  ideologies	  is	  promoted.	  Some	  spiritual	  users	  of	  the	  internet	  claim	  that	  it	  is	  far	  more	  
powerful	  than	  just	  a	  networking	  and	  communication	  tool.	  Brown	  explains:	  	  
	  
participants	  in	  one	  online	  discussion	  group	  that	  I	  tracked	  for	  about	  a	  year	  even	  proposed	  that	  
the	  Net	  could	  serve	  as	  an	  electronic	  Ouija	  board	  that	  would	  allow	  them	  to	  re-­‐establish	  contact	  
with	  the	  entity	  Seth'	  (1997:	  125).	  	  
	  
This	  highlights	  the	  internet	  as	  not	  just	  a	  space	  but	  also	  a	  tool.	  A	  large	  part	  of	  this	  search	  for	  
spiritualities	  through	  cyberspace	  is	  in	  fact	  discussions	  and	  alignments	  with	  views	  and	  beliefs	  that	  
would	  be	  considered	  the	  occult.	  The	  rise	  in	  internet	  Spiritualism,	  spiritual	  healers,	  ghost	  hunting	  
groups	  and	  general	  discussions	  about	  ghosts,	  goblins	  and	  ghouls	  seems	  to	  validate	  this	  argument.	  A	  
growing	  number	  of	  internet	  websites	  are	  now	  available	  that,	  for	  a	  charge,	  allow	  people	  to	  take	  a	  
spiritual	  reading,	  simply	  e-­‐mailing	  the	  site	  and	  the	  next	  day	  receiving	  a	  reply	  with	  a	  spiritual	  reading	  
that	  is	  said	  to	  be	  personal	  to	  that	  person.	  This	  trend	  exemplifies	  how	  real	  people	  use	  online	  
communities	  to	  interact	  with	  others	  about	  their	  own	  beliefs	  and	  build	  ‘enchanted’	  spaces,	  and	  
virtual	  communities.	  
	   The	  internet	  is	  a	  space	  that	  has	  spawned	  a	  vast	  array	  of	  communities	  set	  up	  by	  like-­‐minded	  
individuals	  to	  express	  interest	  in	  and	  engage	  in	  conversation	  regarding	  a	  plethora	  of	  new	  and	  non-­‐
conventional	  forms	  of	  spiritual	  enchantment.	  This	  further	  highlights	  how	  the	  spiritual,	  in	  all	  of	  its	  
forms,	  whether	  immersive	  or	  aesthetic	  is	  highly	  fragmented.	  Davidsen	  (n.d.)	  singles	  out	  one	  of	  these	  
new	  online	  religions,	  which	  has	  a	  significant	  online	  community.	  Jediism,	  a	  religious	  system	  that	  
stems	  from	  the	  Star	  Wars	  films	  has	  become	  popular.	  This	  is	  group	  of	  people	  who	  worship	  
representations	  of	  the	  science	  fiction	  within	  these	  films	  and	  are	  keen	  to	  promote	  its	  values.	  
	   In	  an	  age	  that	  has	  so	  completely	  embraced	  computer	  technology	  for	  almost	  every	  human	  
desire,	  even	  simulating	  reality	  itself	  through	  virtual	  spaces	  and	  communities	  online,	  it	  is	  hardly	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surprising	  that	  we	  see	  Spiritualism	  represented.	  The	  belief	  system	  has	  distinct	  advantages	  over	  the	  
traditional	  religious	  structure.	  Spiritualism	  may	  be	  seen	  to	  provide	  a	  similar	  enchanted	  experience	  to	  
the	  church,	  offering	  its	  believers	  a	  way	  of	  looking	  into	  a	  transcendent	  existence,	  while	  at	  the	  same	  
time	  not	  possessing	  traditional	  religious	  dogmas,	  which	  have	  become	  usurped	  and	  undermined	  
within	  postmodern	  Britain,	  through	  the	  forces	  that	  are	  mapped	  out	  in	  this	  chapter,	  including	  
secularisation	  and	  scientific	  dominance.	  
	   Spiritualism	  and	  the	  enchanted	  space	  it	  provides	  falls	  into	  the	  ‘soul	  shopper’	  framework	  
where	  someone	  can	  buy	  into	  whatever	  area	  of	  spiritualities	  and	  beliefs	  s/he	  desires,	  appropriating	  
and	  re-­‐shaping	  meanings	  to	  fulfil	  their	  own	  requirements.	  What	  Spiritualism	  provides	  those	  who	  are	  
unsure	  about	  relinquishing	  their	  faith	  in	  science,	  is	  a	  theology	  that	  embraces	  science	  at	  its	  core,	  a	  
quest	  for	  proof	  and	  controlled	  investigation	  into	  the	  continuation	  of	  the	  soul:	  the	  backbone	  of	  the	  
belief.	  While	  this	  study	  is	  not	  suggesting	  that	  Spiritualism	  is	  the	  largest	  provider	  of	  an	  enchanted	  
experience	  within	  contemporary	  Britain,	  and	  there	  is	  the	  distinction	  to	  be	  made	  between	  organised	  
Spiritualism	  in	  a	  church	  setting	  and	  Spiritualism	  experienced	  in	  the	  media,	  it	  is	  easy	  to	  see	  how,	  with	  
the	  growth	  in	  interest	  in	  areas	  of	  the	  enchanted,	  this	  has	  fed	  into	  a	  larger	  number	  of	  people	  seeing	  
Spiritualism	  as	  part	  of	  the	  mainstream	  (Hill,	  2010:	  40).	  
	  
Ghostly	  Media	  -­‐	  Contemporary	  Media’s	  Fascination	  with	  Spiritualism	  and	  the	  Paranormal	  	  
The	  contemporary	  media	  obsession	  with	  Spiritualism	  has	  manifested	  in	  various	  areas.	  Key	  to	  this	  
research	  is	  television	  representations	  of	  Spiritualism	  in	  the	  form	  of	  the	  contemporary	  paranormal	  
television	  show.	  Other	  forms	  of	  media	  (magazines	  and	  newspapers)	  have	  mirrored	  this	  approach.	  
Hill	  details	  the	  range	  of	  magazines	  on	  offer	  and	  distinguishes	  between	  paranormal	  magazines	  that	  
aim	  to	  attract	  a	  male	  audience	  with	  notions	  of	  ‘hauntings,	  aliens	  and	  legendary	  creatures’	  while	  
those	  that	  seek	  a	  female	  audience	  restyle	  paranormal	  beliefs	  as	  ‘personal	  transformation’	  with	  a	  
focus	  on	  areas	  that	  include	  new	  beginnings	  and	  increased	  fertility	  (2010:	  58).	  	  
	   One	  such	  publication	  is	  Chat	  –	  It’s	  Fate	  magazine	  (not	  incorporated	  in	  Hill’s	  research),	  which	  
offers	  a	  mix	  of	  spiritual	  advice	  themes	  such	  as	  regression,	  horoscopes,	  dream	  analysis	  and	  Celestial	  
Shopping	  which	  reinforces	  the	  notion	  of	  a	  commodification	  of	  the	  spiritual	  with	  the	  ability	  to	  
purchase	  oils,	  candles	  and	  angelic	  crystal	  pendants.	  There	  is	  also	  Miss	  Crimebuster	  who	  promises	  to	  
solve	  crimes	  psychically,	  and	  a	  section	  called	  Phil’s	  World	  written	  by	  Phil	  Whyman	  from	  Most	  
Haunted	  and	  Scream	  Team,	  which	  features	  a	  different	  ghostly	  legend	  each	  time.	  There	  is	  also	  a	  
healing	  section,	  which	  incorporates	  a	  reader’s	  story	  of	  miraculous	  pain	  relief	  after	  spiritual	  
intervention.	  One	  of	  the	  features,	  Tomorrow’s	  News	  Today	  with	  Psychic	  Jenna	  Leigh-­‐Raine,	  enables	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readers	  to	  write	  in	  and	  request	  information	  on	  what	  fate	  has	  in-­‐store	  for	  a	  celebrity	  of	  their	  choice.	  
Turning	  to	  how	  spiritualities	  are	  presented	  within	  the	  magazine,	  a	  comparison	  between	  two	  
different	  copies	  yields	  another	  notable	  shift.	  Fig	  3.8	  is	  the	  front	  cover	  from	  the	  December	  2008	  
edition	  while	  Fig	  3.9	  is	  the	  January	  2015	  publication.	  	  
	  
	  	   	  
Fig.	  3.8	  Chat	  –	  It’s	  Fate	  December	  2008	   	   Fig.	  3.9	  Chat	  –	  It’s	  Fate	  January	  2015	  
While	  both	  carry	  what	  might	  be	  termed	  eye-­‐catching	  spectacular	  stories,	  the	  production	  style	  in	  the	  
2008	  edition	  takes	  a	  more	  muted	  approach	  with	  the	  top	  line:	  ‘The	  most	  expert	  psychic	  advice	  and	  
true-­‐life	  stories’.	  In	  contrast	  the	  2015	  edition	  brings	  in	  a	  spectacular	  top	  line:	  ‘Too	  SCARED	  to	  go	  to	  
the	  LOO!’	  An	  additional	  notable	  change	  is	  that	  the	  latest	  edition	  of	  the	  magazine	  has	  increased	  the	  
size	  font	  of	  the	  word	  ‘chat’.	  On	  the	  2008	  edition	  it	  is	  small,	  almost	  insignificant,	  however	  by	  2015	  
this	  has	  become	  the	  dominant	  wording,	  with	  ‘it’s	  fate	  assuming	  much	  less	  importance	  in	  the	  title.	  
The	  usage	  of	  the	  term	  ‘it’s	  fate’	  on	  the	  magazine’s	  cover	  relates	  to	  the	  spiritual	  element	  of	  fate,	  
possessing	  strong	  connections	  with	  palm	  reading	  (the	  fate	  line	  on	  your	  hand),	  however	  the	  use	  of	  
chat	  has	  strong	  associations	  with	  female	  gossip	  magazines.	  Beethem	  cites	  ‘chat’	  as	  a	  publishing	  
motif	  that	  signifies	  ‘intimacy…gossipiness…Fashion,	  domestic	  advice…interviews	  with	  celebrities’	  
(2003:	  196-­‐197).	  It	  appears	  that	  publishers	  want	  to	  create	  the	  idea	  that	  the	  magazine	  is	  more	  in-­‐line	  
with	  this	  celebrity	  chat-­‐style	  layout,	  where	  notions	  of	  the	  spiritual	  a	  wrapped-­‐up	  in	  the	  spectacular.	  
Interestingly	  the	  word	  ‘spectacular’	  is	  included	  on	  the	  2015	  edition,	  alerting	  the	  reader	  to	  a:	  ‘25-­‐
PAGE	  ASTROLOGY	  SPECTACULAR!’	  This	  shows	  evidence	  of	  how	  even	  magazines	  that	  present	  a	  very	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weak	  aesthetic	  form	  of	  contemporary	  Spiritualism	  are	  continuing	  to	  shift	  towards	  the	  spectacular,	  
further	  removing	  notions	  of	  Spiritualism	  from	  their	  narrative.	  
	   Hill	  theorises	  the	  nature	  of	  contemporary	  interest	  in	  Spiritualism,	  drawing	  on	  Richard	  
Woofe,	  the	  controller	  of	  LIVINGtv	  during	  the	  time	  Most	  Haunted	  was	  at	  its	  peak:	  	  
	  
September	  11th	  attacks,	  that	  moment	  made	  people	  realise	  there	  are	  people	  who	  have	  turned	  
away	  from	  religion,	  and	  what	  people	  are	  looking	  for	  are	  answers.	  I	  think	  people	  are	  
individually	  looking	  for	  answers,	  and	  that	  is	  why	  some	  people	  find	  comfort	  in	  the	  paranormal	  
and	  mediumship,	  and	  that	  is	  why	  there	  is	  interest	  in	  this	  area	  (2010:	  180).	  
	  
The	  link	  between	  contemporary	  Spiritualism	  and	  the	  9/11	  attacks	  is	  also	  noted	  by	  television	  medium	  
John	  Edward	  who	  observes	  he	  has	  performed	  a	  large	  number	  of	  readings	  for	  family	  members	  of	  
those	  who	  were	  killed	  in	  the	  attacks.	  Most	  of	  these	  were	  privately,	  but	  some	  have	  been	  public	  on	  his	  
television	  show	  (2001:	  288).	  It	  is	  here	  that	  we	  can	  see	  elements	  of	  media	  Spiritualism	  as	  a	  form	  of	  
enchantment,	  where	  in	  a	  largely	  secular	  world,	  audiences	  who	  are	  seeking	  more	  than	  just	  
secularised	  entertainment	  are	  intrigued	  by	  notions	  of	  the	  spiritual	  on	  television.	  
Before	  we	  examine	  Spiritualist	  media	  and	  its	  relationship	  with	  notions	  of	  a	  contemporary	  
British	  re-­‐enchantment,	  some	  definition	  of	  this	  area	  would	  be	  useful.	  Spiritualist	  media	  is	  a	  broad	  
terminology	  used	  within	  this	  research	  to	  describe	  programmes	  or	  texts	  that	  present	  notions	  of	  
communications	  with	  spirit	  through	  a	  medium.	  While	  this	  study	  draws	  on	  a	  wide	  range	  of	  these	  texts	  
the	  main	  focus	  is	  on,	  what	  may	  be	  termed	  spooky	  media,	  such	  as	  investigations	  conducted	  in	  old	  
castles	  and	  purportedly	  haunted	  locations,	  as	  embodied	  by	  programmes	  such	  as	  Most	  Haunted,	  
Dead	  Famous	  and	  Scream	  Team	  as	  opposed	  to	  programmes	  where	  the	  medium	  communicates	  their	  
messages	  from	  spirit	  in	  front	  of	  a	  television	  audience	  such	  as	  John	  Edward’s	  Crossing	  Over.	  
	  
	  
Media	  Spiritualism	  –	  Genuine	  Re-­‐enchantment	  or	  a	  Simulated	  Form	  
Wolff	  looks	  at	  televised	  religious	  programming	  more	  generally	  and	  the	  audience	  responses	  to	  it.	  He	  
provides	  evidence	  that	  audiences	  engaged	  in	  the	  watching	  of	  church	  services	  feel	  ‘less	  satisfied’	  
(1999:	  231-­‐232)	  and	  place	  less	  meaning	  on	  the	  events,	  with	  audiences	  suggesting	  that	  the	  act	  of	  
going	  to	  church	  is	  a	  far	  more	  transformative	  experience:	  
	  
televisual	  experience	  brings	  the	  distant	  close	  (or	  brings	  one	  close	  to	  the	  distant),	  ecclesiastic	  
experience	  transforms	  the	  world,	  making	  all	  things	  new	  and	  interconnected;	  there	  is	  no	  
distance	  to	  be	  brought	  close	  since	  all	  things	  are	  one	  (1999:	  234)	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In	  this	  idiom,	  it	  is	  the	  ecclesiastic	  experience	  that	  fulfils	  the	  feeling	  of	  a	  genuine	  enchantment	  where	  
the	  events	  on	  screen	  become	  the	  simulation;	  one	  that	  presents	  a	  genuine	  church	  service	  with	  
genuine	  worshippers	  yet	  has	  become	  disconnected	  from	  the	  experience.	  While	  the	  events	  on-­‐screen	  
are	  ostensibly	  real,	  viewers	  place	  different	  values	  on	  their	  media	  experience:	  
	  
How	  and	  when	  one	  will	  focus	  on	  the	  television	  or	  other	  things	  is	  given	  to	  a	  number	  of	  factors:	  
whether	  other	  persons	  are	  present	  in	  the	  room,	  whether	  one	  is	  engaged	  in	  other	  activities,	  
and	  so	  on…In	  church,	  however,	  there	  are	  patterns	  of	  intentional	  directedness	  (1999:	  232).	  
	  
Hjarvard	  is	  also	  clear	  about	  the	  relationship	  between	  contemporary	  media	  and	  the	  representation	  of	  
notions	  of	  spiritual	  enchantment	  arguing	  that:	  
	  
religious	  imaginations	  and	  practices	  become	  increasingly	  dependent	  upon	  the	  media.	  As	  a	  
channel	  of	  communication	  the	  media	  have	  become	  the	  primary	  source	  of	  religious	  ideas,	  and	  
as	  a	  language	  the	  media	  mould	  religious	  imagination	  in	  accordance	  with	  the	  genres	  of	  popular	  
culture.	  
	  
This	  highlights	  the	  influence	  of	  media	  over	  religious	  doctrines	  and	  points	  to	  an	  overriding	  media	  
power	  dynamic,	  where	  its	  form	  and	  language	  mould	  the	  content	  being	  presented.	  Media	  
Spiritualism	  is	  central	  to	  the	  ghost	  hunting	  programme,	  and	  its	  practices	  are	  subject	  to	  the	  media	  
form	  and	  language	  that	  Hjarvard	  notes.	  
	   Having	  outlined	  the	  media	  dynamic	  it	  is	  now	  useful	  to	  explore	  some	  specific	  examples	  of	  
simulated	  Spiritualist	  media	  and	  the	  nature	  of	  their	  ‘enchanting’	  experiences.	  Hill	  unpacks	  the	  
aesthetics	  of	  the	  contemporary	  ghost	  hunting	  programme	  (specifically	  Most	  Haunted)	  as:	  ‘gothic	  
horror’	  and	  ‘demented	  gothic	  titles	  and	  rattling	  dungeons’	  (2010:	  69),	  but	  the	  aesthetics	  are	  far	  
more	  complex	  than	  this.	  She	  appears	  to	  rail	  against	  notions	  of	  a	  complete	  audience	  detachment	  as	  
suggested	  by	  Wolff	  and	  while	  suggesting	  Most	  Haunted	  works	  as	  a	  staging	  of	  reality,	  Hill	  notes	  an	  
on-­‐screen	  ‘emotional	  realism’	  which	  ‘begins	  to	  signal	  the	  way	  audiences	  can	  shift	  positions	  from	  
paranormal	  sceptic	  and	  media	  critic	  to	  an	  ambiguous	  stance’	  (2010:	  79).	  The	  ‘emotional	  realism’	  that	  
Hill	  seems	  to	  explore	  might	  be	  interpreted	  as	  a	  level	  of	  sensory	  emersion,	  a	  re-­‐enchantment	  through	  
a	  belief	  in	  the	  metaphysical,	  particularly	  under	  Bennett’s	  definition,	  which	  is	  to	  ‘be	  struck	  and	  
shaken	  by	  the	  extraordinary	  that	  lives	  amid	  the	  familiar	  and	  the	  everyday’	  (2001:	  4).	  However	  this	  
emotional	  realism	  can	  be	  seen	  as	  false	  reaction	  to	  a	  simulated	  performance.	  While	  the	  genre	  may	  
present	  moments	  of	  authenticity	  within	  the	  staging	  of	  reality,	  with	  reactions	  to	  the	  paranormal	  
events	  being	  perceived	  as	  real	  (Hill,	  2010:	  78),	  genuine	  reactions	  become	  part	  of	  the	  simulation	  itself	  
with	  all	  reality	  being	  removed	  by	  a	  framework	  of	  media	  codes	  and	  form.	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Sherlock	  discusses	  a	  media	  re-­‐enchantment	  of	  secular	  societies.	  Using	  the	  notion	  of	  digital	  
technology	  and	  death	  in	  popular	  culture	  he	  postulates	  that	  a	  re-­‐enchantment	  is	  achieved	  through	  
what	  calls	  ‘digital	  resurrection’.	  He	  uses	  the	  example	  of	  the	  Bob	  Monkhouse	  television	  commercial,	  
which	  featured	  the	  well-­‐known	  comedian	  four	  years	  after	  his	  death:	  
	  
Anyone	  who	  had	  known	  of	  Bob	  Monkhouse…was	  captivated	  by	  this	  phenomenal	  feat	  of	  digital	  
technology.	  It	  was	  as	  though	  he	  was	  speaking	  to	  us	  from	  beyond	  the	  grave…	  what	  could	  only	  
be	  described	  as	  a	  sort	  of	  modern	  necromancy	  (communication	  with	  the	  dead)	  for	  the	  digital	  
age	  (2013:	  164).	  
	  
These	  digital	  ghosts	  are	  however	  simulations,	  footage	  cut	  together	  to	  revive	  them	  in	  new	  form	  in	  
order	  to	  create	  a	  ‘re-­‐enchantment’	  based	  on	  the	  amazing	  editing	  skills	  and	  production	  work	  of	  the	  
media,	  not	  the	  fact	  that	  this	  person	  actually	  is	  able	  to	  communicate	  from	  the	  dead	  through	  this	  new	  
form	  of	  ‘posthumous	  representation’	  (2013:	  165).	  We	  can	  view	  Spiritualist	  media	  in	  the	  same	  
framework.	  Contemporary	  Spiritualist	  media	  offers	  set	  of	  images	  that	  purport	  to	  demonstrate	  
Spiritualism	  and	  its	  claims	  of	  communication	  with	  the	  soul	  post	  disembodiment,	  but	  like	  Wolff’s	  
research	  earlier	  audiences	  are	  unable	  to	  attain	  a	  transformative	  enchanting	  experience,	  instead	  are	  
surrounded	  by	  aesthetic	  images	  of	  simulation.	  
Trezise	  takes	  the	  argument	  of	  media	  Spiritualism	  further,	  drawing	  on	  Dovey	  (2000:	  21)	  to	  
present	  the	  notion	  that	  media	  Spiritualism	  is	  far	  from	  a	  re-­‐enchantment.	  She	  argues	  that	  it	  is	  
actually	  a	  well-­‐honed	  orchestration	  using	  media	  forms	  to	  produce	  ‘Trauma	  TV,’	  which	  is	  framed	  by	  
‘individual	  tragedies	  which	  would	  have	  once	  remained	  private	  but	  which	  are	  now	  restaged	  for	  public	  
consumption’	  (2008:	  106).	  Using	  John	  Edward’s	  show	  Crossing	  Over,	  Trezise	  continues	  to	  argue	  that	  
this	  performance	  of	  Spiritualism	  sits	  within	  a	  number	  of	  different	  media	  genres	  including:	  ‘a	  chat	  
show,	  a	  psychic	  show,	  a	  trauma	  programme	  and	  a	  live	  audience’	  (2008:	  106).	  This	  presents	  media	  
Spiritualism	  as	  predominantly	  a	  product	  of	  the	  media	  where	  the	  importance	  of	  communication	  with	  
spirit	  and	  any	  theological	  discourse	  is	  displaced	  by	  the	  need	  to	  create	  compelling	  narratives	  that	  
provide	  the	  audience	  with	  an	  aesthetic	  form	  of	  enchantment,	  which	  is	  heightened	  through	  the	  
productions	  of	  the	  shows.	  
The	  contemporary	  aesthetic	  of	  Spiritualist	  media	  is	  also	  examined	  by	  Lauro	  and	  Paul	  (2013)	  
who	  point	  out	  that	  contemporary	  Spiritualist	  media	  plays	  heavily	  on	  the	  aesthetics	  of	  the	  horror	  
genre	  where	  editors	  intercut	  spooky	  stock	  images	  that	  might	  have	  nothing	  to	  do	  with	  the	  case	  at	  
hand	  (such	  as	  a	  broken	  china	  doll),	  just	  for	  shock	  value.	  They	  also	  acknowledge	  the	  extensive	  use	  of	  
technology	  by	  Spiritualist	  media:	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in	  addition	  to	  ordinary	  digital	  cameras	  and	  audio	  recorders,	  infrared	  and	  thermal	  imaging	  
devices,	  full-­‐light	  spectrum	  cameras,	  motion	  sensors	  and	  electromagnetic	  field	  detectors,	  
white	  noise	  generators	  and	  radio	  devices	  altered	  to	  allow	  the	  dead	  to	  speak	  (2013:	  230).	  
	  
Having	  considered	  here	  media	  Spiritualism	  it	  is	  clear	  that	  technology,	  media	  codes	  and	  form	  
all	  work	  together	  to	  construct	  a	  visceral	  simulation	  of	  Spiritualism,	  a	  simulation	  that	  relies	  on	  an	  
amalgamation	  of	  Gothic,	  horror	  and	  filmic	  devices.	  Ostensibly	  this	  ‘spiritual’	  experience	  may	  
momentarily	  fulfil	  their	  yearning	  for	  elements	  of	  spiritual,	  however	  in	  much	  the	  same	  way	  as	  films	  
and	  video	  games	  are	  produced,	  simulating	  the	  real,	  these	  simulations	  of	  enchanted	  space,	  actually	  
further	  remove	  the	  viewer	  from	  the	  genuine	  experience	  which	  they	  crave.	  As	  with	  Wolff	  and	  
Hjarvard	  these	  present	  the	  audience	  with	  a	  disenchanting	  experience,	  one	  that	  is	  played	  out	  with	  
replicable	  attributes,	  relying	  on	  audience	  understandings	  and	  expectations	  of	  media	  where	  the	  








Chapter	  4	  -­‐	  Developing	  An	  Understanding	  of	  the	  Nature	  of	  the	  Male	  Spiritualist	  Medium	  in	  the	  
Media	  
The	  previous	  chapter	  investigated	  the	  fragmented	  relationship	  that	  exists	  between	  the	  
contemporary	  British	  individual	  and	  notions	  of	  spiritual	  engagement,	  drawing	  out	  a	  very	  new	  form	  
of	  superficial	  enchantment	  that	  has	  emerged	  where	  the	  yearning	  for	  a	  meaningful	  spiritual	  
experience	  develops	  within	  an	  overriding	  culture	  of	  spiritual	  commodification	  and	  a	  digitisation	  of	  
experience.	  Brown	  observes	  what	  he	  calls	  the	  vacuum	  at	  the	  heart	  of	  modern	  day	  life	  (1998:	  2)	  
pointing	  out	  the	  significance	  of	  Princess	  Diana’s	  death	  in	  1997	  as	  a	  turning	  point,	  a	  kind	  of	  collective	  
momentary	  spiritual	  experience	  that	  transcended	  daily	  routine.	  Swatos	  (1983)	  and	  O'Loughlin	  (1999)	  
both	  pick	  up	  on	  the	  construction	  of	  spiritual	  beliefs	  that	  inform	  the	  area	  of	  contemporary	  
engagement	  with	  a	  mix	  of	  belief	  systems	  and	  practices,	  observing	  that	  what	  is	  occurring	  are	  
episodes	  of	  spiritual	  shopping.	  This	  in-­‐itself	  further	  reaffirms	  a	  system	  of	  commodification,	  where	  
even	  the	  spiritual	  is	  framed	  within	  today's	  society	  in	  financial	  terms	  rather	  than	  as	  a	  spiritual	  
experience	  in	  its	  own	  right.	  The	  rise	  of	  digital	  representations	  and	  appropriations	  of	  spiritual	  
practices	  includes	  films,	  'reality'	  television,	  programmes	  and	  video	  games;	  all	  purport	  to	  offer	  
spiritual	  meaning,	  yet	  are	  in	  fact	  momentary	  aesthetic	  forms	  of	  enchanted	  space.	  	  
	   Within	  this	  cultural	  melee,	  Spiritualism	  is	  presented	  through	  an	  array	  of	  television	  channels,	  
films	  and	  magazines	  that	  offer:	  The	  most	  expert	  psychic	  advice	  and	  true	  life	  stories	  and	  Your	  Amazing	  
Paranormal	  World	  Inside38.	  Hill	  observes	  the	  rise	  of	  the	  spiritual	  magazine,	  arguing	  that:	  
	  
not	  long	  ago	  these	  magazines,	  with	  their	  free	  pagan	  wall	  charts,	  crystals,	  and	  affirmation	  
cards,	  would	  have	  been	  available	  in	  occult	  book	  stores,	  or	  alternative	  therapy	  centres.	  Now,	  
the	  paranormal	  is	  mainstream	  (2010:	  1).	  	  
	  
During	  my	  own	  research	  work	  I	  have	  purchased	  several	  magazines	  from	  different	  newsagents	  
including	  W.H	  Smiths	  such	  as	  Ghost	  Magazine,	  Chat	  –	  It’s	  Fate	  Magazine,	  and	  Paranormal.	  Both	  my	  
own	  experience	  of	  magazines	  and	  those	  that	  Hill	  is	  drawing	  on	  feature	  discussions	  of	  psychic	  and	  
mediumistic	  experience	  along	  with	  the	  commodification	  of	  the	  spiritual,	  with	  whole	  sections	  on	  
what	  to	  buy.	  The	  magazines	  are	  ostensibly	  aimed	  at	  a	  female	  audience	  and	  the	  vast	  majority	  of	  the	  
‘experts’	  who	  make	  up	  the	  editorial	  are	  female;	  Channeller	  Becky	  Walsh,	  psychic	  advice	  with	  Miss	  
Crimebuster	  and	  various	  spiritual	  ‘problem	  pages’	  with	  psychics	  and	  mediums,	  largely	  make	  up	  the	  
editions.	  Contributors	  are	  also	  women.	  	  
	   Leading	  on	  from	  this	  area	  of	  contemporary	  enchanted	  media	  and	  the	  omnipresent	  female	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38	  This	  line	  of	  text	  comes	  from	  the	  front	  cover	  of	  Chat:	  It’s	  Fate	  Magazine	  December	  2008	  edition.	  
 113	  
psychic	  and	  medium	  in	  spiritual	  magazines,	  this	  chapter	  will	  track	  the	  shifting	  gender	  order	  of	  the	  
Spiritualist	  medium,	  initially	  acknowledging	  and	  exploring	  the	  dominance	  of	  the	  female	  medium,	  
unpacking	  specific	  discussions	  around	  gender	  and	  cultural	  appropriations	  of	  power	  during	  early	  
Spiritualism	  in	  Britain,	  where	  females	  stepped	  outside	  of	  existing	  gender	  stereotypes.	  The	  research	  
will	  track	  the	  transformation	  of	  this	  largely	  female	  occupation,	  to	  one	  that,	  in	  contemporary	  
broadcast	  media	  (most	  obviously	  television),	  has	  witnessed	  the	  rise	  of	  the	  male	  media	  Spiritualist	  
medium.	  	  
	   Understanding	  of	  this	  gender	  transformation	  will	  further	  aid	  this	  thesis	  in	  demonstrating	  just	  
how	  important	  the	  male	  medium	  is	  in	  transforming	  media	  Spiritualism	  into	  a	  spectacularised	  form.	  
This	  will	  be	  performed	  through	  an	  analysis	  of	  the	  role	  of	  the	  male	  medium	  and	  how	  they	  are	  
presented	  within	  the	  narrative	  of	  television	  media.	  This	  chapter	  will	  start	  with	  discussions	  of	  cultural	  
hegemony	  in	  relation	  to	  concepts	  of	  femininity	  in	  the	  Victorian	  era.	  Another	  significant	  area	  to	  be	  
critiqued	  is	  masculinity,	  both	  the	  Victorian	  male	  Spiritualist	  medium	  and	  the	  new	  media	  medium’s	  
fluidity	  of	  'maleness'	  in	  which	  femininity	  seems	  to	  interpenetrate	  masculinity.	  Discussions	  of	  the	  on-­‐
screen	  male	  will	  provide	  a	  foundation	  in	  understanding	  the	  expectations	  of	  the	  male	  performance	  
highlighting	  the	  way	  in	  which	  both	  film	  and	  television	  roles,	  particularly	  those	  from	  the	  1970s	  and	  
80s,	  have	  set	  up	  the	  framework	  of	  the	  male	  as	  the	  embodiment	  of	  power,	  excess	  and	  spectacle.	  
Gates’	  (2006)	  discussions	  of	  the	  male	  as	  an	  action	  and	  heroic	  figure	  will	  illustrate	  the	  link	  between	  
male	  and	  spectacular	  performance.	  Gates’	  work	  on	  the	  on-­‐screen	  male	  helps	  locate	  the	  male	  
medium’s	  role	  and	  an	  understanding	  of	  notions	  of	  the	  new-­‐man	  while	  Feasey	  (2008)	  and	  Turnball	  
(2008)	  have	  contributed	  to	  the	  literature	  surrounding	  the	  re-­‐shaping	  of	  the	  ‘male’	  spectacle	  in	  
mainstream	  media	  to	  illuminate	  how	  contemporary	  media	  Spiritualism	  has	  become	  a	  media	  
spectacle	  presided	  over	  by	  the	  male	  media	  medium.	  
	   Before	  delving	  further	  into	  this	  area	  of	  research,	  it	  is	  important	  to	  provide	  a	  short	  definition	  
of	  what	  is	  meant	  by	  Spiritualist	  medium.	  This	  is	  a	  person	  in:	  ‘receipt	  of	  information	  that	  is	  not	  
available	  through	  the	  normal	  senses,	  typically	  from	  spirits	  of	  the	  dead’	  (Cheung,	  2010:	  439).	  This	  
definition	  is	  further	  enhanced	  through	  the	  writings	  of	  Taylor	  (2014)	  who	  explores	  areas	  of	  physical	  
mediumship,	  where	  the	  communicating	  spirit	  can	  move	  objects	  and	  interact	  with	  the	  physical	  world,	  
and	  mental	  mediumship,	  where	  the	  spirit	  communicates	  through	  the	  mind	  of	  the	  medium.	  Taylor	  
also	  elaborates	  on	  non-­‐trance	  mediumship,	  citing	  John	  Edwoods	  the	  American	  Medium:	  
	  
who	  remains	  conscious,	  but	  gets	  feelings,	  hints	  and	  visions	  from	  the	  dead	  communicator.	  
They	  might	  get	  the	  letter	  of	  a	  name,	  or	  be	  shown	  an	  object	  that	  is	  a	  metaphor	  for	  some	  
important	  facet	  of	  the	  sitter’s	  relationship	  with	  the	  spirit;	  in	  many	  ways,	  communication	  
through	  this	  type	  of	  medium	  seems	  to	  be	  symbolic,	  delivered	  through	  impressions	  rather	  than	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direct	  contact	  (2014)39.	  
	  
Contemporary	  mediumship	  within	  the	  media	  is,	  largely	  though	  not	  exclusively,	  presented	  through	  
the	  non-­‐trance	  form.	  Before	  any	  further	  discussion	  of	  the	  male	  media	  medium	  it	  is	  useful	  to	  go	  back	  
and	  examine	  the	  origination	  of	  the	  Spiritualist	  medium.	  	  
	   The	  birth	  of	  modern	  Western	  mediumship	  came	  in	  the	  late	  1840s	  in	  the	  United	  States	  when	  
the	  Fox	  sisters	  proclaimed	  to	  be	  communicating	  with	  spirit	  in	  their	  Hydesville	  home.	  Their	  early	  
mediumship,	  like	  other	  young	  female	  mediums	  that	  followed	  them,	  saw	  performances	  in	  domestic	  
settings,	  from	  parlours	  to	  other	  rooms	  in	  the	  house.	  The	  Spiritualist	  space	  was	  private	  and	  often	  
small,	  where	  sitters,	  numbering	  typically	  no	  more	  than	  eight	  to	  ten	  people,	  would	  witness	  the	  
medium	  communicate	  spirit	  messages.	  Victorian	  mediumship	  within	  the	  domestic	  space	  spread	  to	  
performances	  in	  public;	  within	  a	  few	  years	  the	  Fox	  sisters:	  ‘launched	  their	  first	  promotional	  tour	  to	  
spread	  the	  world	  of	  spirits’	  (Weisberg,	  2004:	  105).	  By	  1850	  the	  sisters	  had	  built	  a	  significant	  
following	  across	  America;	  the	  girls	  travelled	  to	  New	  York	  where	  they	  performed	  mediumship	  to	  large	  
public	  events	  at	  Albany’s	  Ven	  Vechten	  Hall,	  along	  with	  séances	  in	  their	  hotel40.	  The	  rappings	  that	  
first	  emanated	  in	  Hydesville	  near	  the	  town	  of	  Rochester	  were	  now	  spreading	  through:	  ‘upstate	  New	  
York…Soon	  there	  were	  mediums	  and	  trance	  performers	  everywhere,	  many	  of	  these	  young	  women’	  
(Lehman,	  2009:	  81).	  	  
	   The	  rise	  of	  the	  public	  demonstration	  of	  mediumship	  also	  developed	  in	  Victorian	  Britain	  as	  
observed	  by	  Owen	  who	  draws	  attention	  to	  the	  various	  adverts	  that	  appeared	  in	  the	  Spiritualist	  
press.	  One	  such	  medium	  was	  Madame	  Llancoré,	  who	  drew	  audiences	  through	  her	  performances,	  
playing:	  ‘the	  piano	  entranced	  and	  blindfolded	  whilst	  controlled	  by	  Mozart	  and	  Mendelssohn’	  
(2004b:	  61).	  By	  the	  early	  part	  of	  the	  twentieth	  century	  these	  public	  performances	  of	  mediumship	  
had	  become	  more	  formalised	  with	  the	  establishment	  of	  the	  Spiritualists	  Association	  of	  Great	  Britain	  
(SAGB)	  and	  the	  Spiritualists’	  National	  Union	  (SNU).	  Through	  these	  organisations,	  affiliated	  Spiritualist	  
churches	  emerged	  where	  the	  medium	  would	  address	  a	  congregation	  and	  give	  demonstrations	  of	  
mediumship	  alongside	  prayers	  and	  worship41.	  
	   	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
39	  For	  further	  definitions	  of	  the	  different	  areas	  of	  mediumship	  please	  see	  Greg	  Taylor,	  The	  Medium	  
and	  the	  Message.	  Reality	  Sandwich,	  http://realitysandwich.com/217510/medium-­‐
message/?fb_action_ids=682855781752523&fb_action_types=og.likes	  
40	  For	  more	  on	  the	  public	  demonstrations	  of	  mediumship	  by	  the	  Fox	  sisters,	  please	  see	  Weisberg,	  
(2004).	  The	  Knocking	  Spirits	  are	  Actually	  in	  Town.	  In:	  Talking	  to	  the	  Dead.	  New	  York:	  HarperCollins.	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Early	  Spiritualist	  Mediums,	  Culture	  and	  the	  Gender	  Dynamics	  
The	  rise	  of	  Spiritualism	  in	  Victorian	  Britain	  and	  the	  synonymy	  with	  the	  female	  role	  of	  Spiritualist	  
medium	  is	  well	  documented.	  The	  prominence	  of	  women	  in	  the	  Victorian	  Spiritualist	  movement	  is	  
discussed	  extensively	  by	  Braude,	  2001;	  Kontou,	  2011;	  Melechi,	  2008;	  Owen,	  2004b	  and	  Tromp,	  
2006.	  In	  The	  Darkened	  Room,	  Owen	  suggests	  that	  one	  of	  the	  reasons	  is	  that	  women	  were	  faster	  at	  
acquiring	  the	  techniques	  of	  mediumship	  and	  could	  develop	  faster	  as	  intermediaries	  between	  the	  
physical	  world	  and	  that	  of	  the	  disembodied	  realm	  (2004b:	  5).	  Robb	  draws	  on	  nineteenth	  century	  
feminist	  Frances	  Swiney,	  claiming	  that:	  
	  
women	  possessed	  ‘superhuman’	  or	  psychic	  powers	  and	  were	  the	  best	  subjects	  for	  hypnotism,	  
for	  example.	  Once	  more	  women	  were	  leading	  the	  race,	  this	  time	  in	  the	  development	  of	  a	  sixth	  
sense	  (2005:	  164).	  	  
	  
Both	  Owen	  and	  Robb	  appear	  to	  be	  suggesting	  that	  there	  is	  a	  meaningful	  connection	  
between	  the	  medium	  and	  spirit,	  arguing	  that	  the	  female	  medium	  possessed	  an	  innate	  ability	  to	  
better	  connect	  and	  become	  conduits	  than	  men	  when	  conveying	  messages	  between	  this	  world	  and	  
the	  spirit	  realm;	  the	  female	  could	  take	  charge	  of	  the	  discourses	  of	  Spiritualism	  because	  they	  were	  
considered,	  at	  the	  time,	  more	  emotional	  and	  irrational	  then	  men.	  Melechi	  also	  notes	  the	  importance	  
of	  the	  female	  in	  relation	  to	  spirit	  communication.	  Charting	  the	  era	  immediately	  after	  the	  Fox	  sister’s	  
rappings	  in	  Hydesville,	  she	  argues	  that	  there	  was	  a	  major	  expansion	  of	  Spiritualist	  circles,	  meetings	  
and	  séances,	  all	  led	  by	  young	  women	  (2008:	  162).	  These	  women	  provided	  a	  model	  of	  ministry	  in	  the	  
private	  and	  emerging	  public	  spaces	  where	  they	  would	  perform	  mediumship.	  The	  séance	  was	  not	  the	  
only	  form	  of	  Spiritualist	  communication	  being	  adopted;	  women	  would	  preside	  over	  other	  direct	  
forms	  of	  communication	  with	  spirit,	  ranging	  from	  automatic	  writing42	  to	  trance	  mediumship.	  	  
Braude	  reinforces	  this	  notion	  of	  the	  female	  as	  both	  Spiritualist	  and	  speaker,	  noting	  that	  a	  
significant	  group	  of	  females	  had	  emerged	  in	  America	  to	  find	  their	  voice	  and	  speak	  publicly,	  whether	  
that	  voice	  was	  the	  voice	  of	  an	  external	  force	  or	  that	  of	  some	  remote	  part	  of	  the	  brain,	  what	  this	  was	  
facilitating	  was	  a	  notable	  shift	  in	  the	  female	  position	  within	  society:	  
	  
more	  women	  stepped	  beyond	  conventional	  female	  roles	  because	  of	  Spiritualism	  than	  they	  
would	  have	  without	  it.	  In	  mediumship	  and	  in	  its	  inherent	  individualism,	  Spiritualism	  held	  up	  a	  
model	  of	  women's	  unlimited	  capacity	  for	  autonomous	  action	  to	  the	  men	  and	  women	  of	  
nineteenth-­‐century	  America	  (2001:	  201).	  
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
42	  Automatic	  writing	  is	  where	  the	  medium	  channels	  spirit	  communication	  in	  a	  written	  form.	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Spiritualism	  offered	  women	  an	  opportunity	  to	  step	  outside	  of	  the	  traditional	  female	  role	  (during	  the	  
period)	  and	  gain	  far	  more	  freedoms	  to	  converse	  around	  topics	  that,	  until	  that	  point	  were	  considered	  
only	  suitable	  for	  male	  consumption.	  This	  reveals	  a	  cultural	  understanding	  of	  the	  dominance	  of	  the	  
female	  Victorian	  Spiritualist	  medium,	  and	  a	  snapshot	  of	  a	  fundamentally	  patriarchal	  society	  during	  
this	  time.	  Owen	  expands	  on	  this	  complex	  phenomenon	  further	  suggesting	  that	  while	  it	  was	  
Spiritualism	  that	  presented	  the	  female	  medium	  with	  an	  audience,	  once	  there	  she	  could	  assume	  a	  
level	  of	  power	  to	  converse	  on	  areas	  relating	  to	  anything	  from	  politics	  to	  the	  spirit	  realm	  (2004b:	  
211).	  	  
	   Spiritualism	  also	  afforded	  the	  elevation	  of	  social	  and	  financial	  status	  to	  a	  number	  of	  females,	  
with	  Owen	  noting	  the	  case	  of	  Georgina	  Houghton	  who	  went	  from	  her	  small	  circle	  of	  friends	  to,	  ‘visits	  
from	  the	  likes	  of	  Countess	  Poulett	  and	  Lady	  Millford’	  (2004b:	  68).	  Owen	  also	  explores	  areas	  
regarding	  why	  women	  (as	  opposed	  to	  men)	  were	  becoming	  successful	  Spiritualists,	  drawing	  on	  the	  
Victorian	  ideals	  of	  womanhood,	  as	  submissive,	  weak	  minded	  with	  heightened	  emotions,	  arguing	  that	  
gender	  was	  not	  just	  defined	  as	  biological,	  but	  also	  in	  terms	  of	  perceived	  states	  of	  mind,	  such	  as	  the	  
idea	  that	  women	  possess	  heightened	  sensibilities	  and	  would	  be	  more	  emotional	  and	  able	  to	  form	  
bonds	  with	  spirits	  far	  more	  easily	  than	  Victorian	  males	  who	  were	  considered	  'strong	  minded'.	  Owen	  
attributes	  a	  certain	  irony	  to	  the	  position	  of	  the	  Victorian	  female	  medium,	  suggesting	  that	  to	  become	  
considered	  a	  strong	  and	  powerful	  Spiritualist	  medium,	  the	  woman	  had	  to	  lay	  herself	  open	  to	  being	  
controlled	  by	  spirit,	  allowing	  herself	  to	  be	  taken	  over,	  her	  own	  spirit	  'usurped'	  so	  she	  could	  become	  
the	  vessel	  for	  the	  in-­‐coming	  spirit	  and	  the	  message,	  which	  is	  vocalised	  through	  her	  mouth	  (2004b:	  
233).	  The	  'spirit	  takeover'	  where	  the	  female	  is	  interpreted	  as	  not	  responsible	  for	  the	  controlling	  spirit	  
voice	  sat	  perfectly	  with	  contemporary	  views	  regarding	  female	  gender	  roles,	  and	  the	  fragility	  of	  
women	  compared	  to	  the	  powerful	  men	  in	  Victorian	  society.	  
	   Lehman	  broadens	  the	  discussion	  surrounding	  the	  medium’s	  'altered	  state,'	  and	  the	  
relationship	  to	  growth	  in	  female	  power,	  suggesting	  that	  what	  was	  also	  going	  on	  was	  a	  conscious	  use	  
of	  the	  attributes	  of	  performance	  that	  enabled	  women	  to	  make	  statements,	  often	  of	  a	  radical	  nature,	  
while	  sidestepping	  culpability	  for	  these	  outbursts	  (2009:	  30).	  Herman	  cites	  notable	  examples	  of	  
Spiritualist	  outbursts	  where	  female	  mediums,	  through	  spirit	  communication,	  would	  suggest	  that	  
male	  subjects	  'seek	  a	  divorce'	  (2007:	  427),	  something	  widely	  condemned	  at	  this	  time,	  particularly	  
coming	  from	  a	  woman.	  Tromp	  reinforces	  this	  sense	  of	  female	  assertion	  of	  control	  and	  subversion	  
over	  social	  expectations	  of	  women:	  
	  
When	  channelling…young	  women	  mediums	  might	  radically	  violate	  social	  codes	  by	  drinking	  
shots	  of	  hard	  liquor,	  punching	  annoying	  sitters,	  or	  flirting	  unabashedly	  with	  both	  married	  and	  
single	  men	  in	  the	  room	  (2006:	  5).	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Tromp	  considers	  that	  female	  mediums	  could	  step	  outside	  of	  Victorian	  cultural	  expectations,	  
presenting	  overt	  levels	  of	  sexual	  liberation	  through	  the	  act	  of	  the	  séance.	  She	  notes	  that	  some	  
séances	  would	  incorporate	  an	  ‘orgasmic	  quality’	  (2006:	  30)	  where	  during	  the	  sitting	  the	  medium	  
would	  present	  panting	  breath,	  there	  would	  be	  shaking	  of	  the	  table	  and	  often	  a	  climactic	  moment.	  
Herman	  seems	  to	  argue	  against	  the	  notion	  of	  the	  female	  as	  paralysed	  by	  spirit	  and	  not	  responsible	  
for	  her	  actions,	  framing	  the	  actual	  form	  of	  the	  séance	  as	  a	  'family	  circle'	  (2007:	  427).	  In	  this	  context	  
the	  female	  spiritualist	  medium	  can	  be	  interpreted	  as	  the	  matriarchal	  figure	  who	  possesses	  an	  
increased	  sense	  of	  believability,	  with	  notions	  of	  the	  female	  mother	  being	  sensitive,	  emotional,	  caring	  
and	  less	  likely	  to	  be	  underhand	  and	  dishonourable.	  In	  Herman's	  argument,	  it’s	  the	  female	  medium,	  
through	  her	  position	  in	  society	  as	  a	  mother	  figure	  and	  not	  necessarily	  her	  spirit	  communications	  that	  
possess	  the	  power	  of	  belief.	  	  
	   Melechi	  documents	  the	  rise	  of	  the	  British	  female	  Spiritualist	  medium	  in	  the	  1860s,	  noting	  
that	  Spiritualism	  and	  its	  ambassadors	  were	  initially	  solely	  female	  preoccupations	  (2008:	  161-­‐162),	  
citing	  the	  Fox	  sisters,	  the	  founders	  of	  modern	  Spiritualism.	  Whilst	  not	  only	  being	  the	  first	  mediums	  
of	  Spiritualism,	  Kate	  and	  Maggie	  were	  also	  the	  first	  celebrity	  mediums:	  'promoted,	  loved	  and	  
despised	  as	  fervently	  as	  movie	  stars,	  athletes,	  and	  others	  in	  the	  public	  eye	  are	  today'	  (Weisberg,	  
2004:	  120).	  The	  proliferation	  of	  Spiritualism	  by	  advocates	  of	  the	  Fox	  sisters	  and	  their	  belief	  system	  is	  
tracked	  by	  Weisberg	  who	  notes	  a	  parallel	  between	  American	  negotiations	  of	  woman's	  rights,	  and	  
the	  rise	  of	  believers	  in	  this	  new	  spiritual	  movement.	  Weisberg	  also	  comments	  on	  the	  specific	  gender	  
dynamics	  of	  the	  American	  spiritualist	  medium:	  
	  
although	  many	  believers	  were	  feminists,	  as	  the	  movement	  expanded	  a	  division	  of	  labour	  
nevertheless	  emerged	  that	  largely	  reflected	  social	  roles:	  female	  mediums	  generally	  ruled	  over	  
uncanny	  manifestations	  in	  the	  parlor	  while	  male	  mediums	  expressed	  themselves	  in	  a	  more	  
"philosophic"	  vein	  on	  paper;	  men	  tended	  to	  appear	  onstage	  as	  fully	  conscious	  lecturers	  and	  
women	  as	  dreamy	  trance	  speakers	  (2004:	  146).	  
	  
This	  further	  reinforces	  the	  gulf	  between	  the	  gender	  representations	  of	  Spiritualist	  mediums,	  
informed	  through	  cultural	  expectations	  of	  gender.	  Owen	  in	  her	  seminal	  work	  The	  Darkened	  Room	  
discusses	  the	  distinction	  between	  Victorian	  private	  and	  public	  mediumship	  (2004b:	  49-­‐51).	  
Commenting	  on	  the	  social	  complexities	  of	  the	  private	  /	  public	  forms	  of	  mediumship,	  she	  claims	  that	  
private	  mediumship,	  with	  no	  exchange	  of	  money,	  offered	  a	  purer	  sense	  of	  mediumship,	  but	  was	  only	  
available	  to	  those	  in	  a	  higher	  class	  who	  either	  had	  a	  sponsor	  or	  possessed	  enough	  money	  as	  to	  not	  
need	  to	  earn	  a	  wage.	  In	  opposition,	  the	  public	  form	  saw	  mediums	  from	  a	  lower-­‐class	  background,	  
who	  would	  need	  to	  earn	  a	  living	  from	  their	  appearances.	  This	  would	  open	  these	  mediums	  up	  to	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claims	  they	  may	  be	  open	  to	  ‘legerdemain’	  and	  posses	  less	  integrity.	  Despite	  this,	  public	  
performances	  of	  the	  female	  mediumship	  flourished	  and	  Weisberg	  notes	  of	  the	  Fox	  sisters	  that	  they:	  
‘found	  themselves	  in	  demand	  not	  only	  for	  large	  public	  events…but	  also	  for	  séances	  held	  at	  their	  
hotel’	  (2004:	  105).	  
	   By	  the	  time	  Spiritualism	  had	  crossed	  the	  Atlantic	  the	  prominence	  of	  the	  female	  Spiritualist	  
was	  not	  in	  doubt.	  British	  female	  Spiritualist	  Emma	  Hardinge	  Britten	  is	  notable	  for	  performing	  
mediumship	  in	  the	  States	  alongside	  Kate	  Fox.	  A	  significant	  moment	  in	  Britten’s	  career	  as	  a	  medium	  
came	  in	  1856	  where	  she	  held	  a	  séance	  during	  which	  a	  message	  came	  through	  from	  a	  friend	  who	  had	  
perished	  in	  the	  ship	  Pacific.	  What	  is	  notable	  here	  is	  that	  the	  ship	  had	  only	  recently	  sunk	  and	  the	  
knowledge	  of	  this	  event	  extremely	  limited	  which	  seemed	  to	  publically	  confirm	  a	  level	  of	  authenticity	  
to	  her	  claims	  of	  mediumship.	  During	  Britten’s	  career	  she	  was	  both	  well	  known	  for	  mediumship	  and	  
her	  inspirational	  speaking	  on	  spiritual	  matters.	  By	  the	  1890s	  she	  had	  led	  a	  campaign	  to	  unite	  
Spiritualists	  from	  all	  over	  Britain,	  organising	  the	  first	  national	  Spiritualists	  conference	  in	  Manchester.	  
At	  this	  conference	  Britten	  articulated	  her	  vision	  for	  an	  established	  Spiritualist	  philosophy,	  
culminating	  in	  the	  Seven-­‐Principles	  doctrine	  of	  Spiritualism	  (The	  Spiritualists'	  National	  Union,	  2011a).	  	  
	   One	  person	  who	  came	  to	  represent	  the	  omnipresent	  British	  female	  medium	  in	  the	  late	  
nineteenth	  century	  was	  Florence	  Cook.	  Cook	  communicated	  with	  her	  regular	  spirit	  guide	  Katy	  King43	  
in	  the	  1870s.	  Cook's	  career	  however	  suffered	  a	  blow	  during	  a	  séance	  in	  December	  1873	  when	  
subject	  to	  examination	  by	  Spiritualist	  investigator	  William	  Volckmann,	  she	  was	  challenged	  about	  her	  
mediumistic	  abilities.	  During	  an	  apparition	  of	  Katy	  King,	  Volckmann	  reached	  out	  and	  tried	  to	  grasp	  
the	  ‘spirit’	  (King	  was	  seen	  dressed	  in	  white	  robes),	  although	  the	  other	  sitters	  restrained	  Volckmann	  
and	  the	  vision	  of	  King	  was	  able	  to	  make	  it	  back	  to	  the	  spirit	  cabinet	  from	  whence	  she	  had	  emerged.	  
Although	  Cook	  was	  found	  bound	  in	  a	  chair	  and	  not	  to	  have	  any	  white	  robes	  in	  her	  possession	  
Volckmann's	  testimony	  that	  what	  was	  occurring	  was	  fraudulent	  was	  widely	  believed	  (Haughton,	  
2006),	  and	  Cook's	  reputation	  never	  recovered.	  This	  scenario	  reinforces	  the	  wider	  dynamics	  of	  
believability	  in	  early	  Spiritualism	  and	  the	  gender	  order	  where	  the	  investigative	  male	  scientist	  figure	  
presiding	  over	  the	  female	  trance	  medium	  is	  considered	  to	  be	  beyond	  reproach	  (Kontou,	  2011:	  68).	  
Beckman	  explores	  claims	  that	  mediums	  could	  materialise	  the	  spirit	  form	  and	  produce	  ectoplasm,	  
citing	  the	  particular	  case	  of	  medium	  Eva	  Carriere,	  who	  was	  a	  well	  known	  Spiritualist	  figure,	  
particularly	  for	  her	  ability	  to	  secrete	  ectoplasm;	  Beckman	  informs	  us	  that	  Carriere	  underwent	  a	  
series	  of	  ‘traumatic	  investigations’	  (2003:	  78)	  at	  the	  hands	  of	  Professor	  Charles	  Richet,	  while	  also	  
being	  the	  subject	  of	  critique	  by	  other	  notables	  including	  Baron	  von	  Schrenck-­‐Notzing,	  a	  well-­‐
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
43	  King	  was	  already	  a	  'spirit	  celebrity,'	  and	  had	  been	  the	  subject	  of	  many	  séances	  presided	  over	  by	  
several	  different	  mediums	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established	  psychic	  researcher,	  and	  magician	  Harry	  Houdini.	  Carriere's	  case	  is	  another	  example	  of	  
the	  dichotomy	  between	  male	  rationality	  and	  female	  emotion:	  science	  versus	  spiritual.	  
	   While	  the	  evidence	  so	  far	  has	  presented	  notions	  that	  during	  early	  incarnations	  of	  British	  
Spiritualism	  there	  was	  an	  overriding	  gender	  bias	  (built	  around	  the	  dynamic	  of	  male	  scientist	  -­‐	  female	  
medium),	  this	  does	  not	  mean	  that	  there	  were	  not	  male	  mediums,	  just	  not	  as	  many.	  Despite	  the	  
notion	  of	  the	  strong	  Victorian	  rationalistic	  male	  observed	  so	  far,	  Carroll	  picks	  up	  on	  an	  era	  of,	  what	  
he	  calls:	  ‘conflicting	  signals’	  (1997:	  28)	  regarding	  the	  meaning	  of	  manhood,	  arguing	  that	  there	  was,	  
in	  America	  at	  least,	  a	  feeling	  that	  men	  should	  cultivate	  areas	  of	  humility	  and	  submission	  to	  women	  
and	  the	  family	  unit.	  Carroll	  explores	  the	  dynamic	  of	  the	  male	  medium,	  pointing	  to	  the	  significance	  of	  
American	  medium	  John	  Shoebridge	  Williams	  to	  illustrate	  the	  anxieties	  of	  male	  mediums	  in	  the	  mid-­‐
to-­‐late	  1800s.	  Shoebridge	  Williams	  provides	  a	  fascinating	  example	  of	  the	  complex	  gender	  
ambiguities	  that	  male	  mediums	  would	  present.	  In	  his	  case,	  his	  belief	  in	  an	  ability	  to	  interact	  with	  the	  
dead	  manifested	  after	  two	  dramatic	  events	  in	  his	  life,	  his	  retirement	  and	  his	  separation	  from	  his	  wife	  
in	  the	  1850s.	  It	  was	  during	  this	  period	  he	  started	  a	  Spiritualist	  dialogue	  with	  his	  daughter	  Eliza,	  who	  
had	  died	  of	  tuberculosis	  in	  1846.	  Shoebridge	  Williams	  believed	  that	  Eliza:	  ‘had	  taken	  up	  residency	  in	  
his	  body	  to	  assume	  the	  roles	  of	  a	  model	  Victorian	  housewife’	  (1997:	  275).	  Eliza’s	  presence	  in	  
Shoebridge	  William’s	  became	  a	  dysfunctional	  framing	  where	  he	  believed	  his	  body	  to	  be	  a	  family	  unit,	  
Eliza	  caring	  for	  their:	  ‘home,’	  cleaning,	  repairing	  and	  offering	  a	  ‘strong	  feminine	  presence’	  (1997:	  
275).	  As	  exemplified	  through	  the	  case	  of	  Shoebridge	  Williams,	  Carroll	  goes	  on	  to	  argue	  that,	  male	  
mediums,	  rather	  than	  set	  themselves	  apart	  from	  their	  female	  counterparts,	  were	  appropriating	  and	  
homogenising	  with:	  ‘feminine’	  traits	  and	  postures,	  forming	  a	  ‘new	  and	  radically	  androgynised	  
construction	  of	  Victorian	  masculinity’	  (1997:	  28).	  Williams	  is	  discussed	  as	  reshaping	  notions	  of	  
Victorian	  patriarchy,	  towards	  more	  domestic	  sensibilities,	  perceiving	  himself:	  ‘as	  a	  man	  with	  both	  a	  
beard	  and	  breasts’	  (1997:	  286).	  	  
	   This	  approach	  by	  male	  mediums	  to	  Spiritualism,	  which	  ostensibly	  embraced	  the	  
predominant	  Victorian	  model	  of	  the	  submissive	  female,	  illustrates	  how	  the	  form	  and	  structure	  of	  the	  
Spiritualism	  itself,	  particularly	  during	  the	  séance,	  where	  the	  medium	  would	  become	  usurped	  and	  
controlled	  by	  the	  entering	  spirit,	  favours	  contemporary	  nineteenth	  century	  cultural	  notions	  of	  
female	  gender	  characteristics	  over	  that	  of	  the	  Victorian	  strong	  male.	  Owen	  (2004b:	  10)	  also	  cites	  
appropriations	  of	  female	  gender	  characteristics	  by	  male	  mediums	  during	  this	  time,	  arguing	  that	  it	  
was	  the	  male	  mediums’	  development	  of	  mind	  ‘passivity'	  that	  was	  key	  to	  the	  reframing	  of	  their	  
traditional	  gender	  role,	  undermining	  previous	  notions	  of	  the	  Spiritualist	  gender	  order	  where	  there	  
was	  the	  Victorian	  male	  rational	  scientific	  approach	  in	  opposition	  to	  the	  passive	  emotional	  female	  
medium.	  Owen	  uses	  the	  example	  of	  leading	  male	  medium	  Daniel	  Douglas	  Home	  who	  was	  subject	  to	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criticism	  for	  his:	  'long	  hair,	  sensitive	  hands	  and	  personal	  vanity'	  (2004b:	  10),	  which	  illustrates	  the	  
tensions	  surrounding	  a	  certain	  appropriation	  of	  androgynous	  looks	  by	  male	  mediums.	  Carroll	  
explores	  similarities	  with	  American	  male	  Victorian	  Spiritualists,	  unearthing	  a	  culture	  of	  conflicting	  
notions	  of	  masculinity,	  some	  favouring	  the	  traditional	  strong	  bread-­‐winning	  male,	  while	  others	  the	  
more	  sensitive	  ‘sentimental’	  and	  ‘domestic’	  role	  (2000:	  5).	  Carroll	  unpacks	  the	  re-­‐working	  of	  
Victorian	  masculinity,	  explaining	  how	  the	  male	  Spiritualist	  medium	  became	  caught	  up	  in	  a	  social	  
ideal	  that	  matched	  domesticity	  with	  a	  softening	  of	  competitive	  aggression,	  and	  replacing	  patriarchal	  
anger	  with	  gentler	  notions	  of	  governance	  (2000:	  5).	  	  
	   Spiritualist	  John	  W.	  Edmonds	  exemplifies	  an	  additional	  example	  of	  the	  male	  medium	  posing	  
a	  challenge	  to	  existing	  Victorian	  ideals	  of	  masculinities.	  Edmonds	  was	  both	  a	  physician	  and	  a	  lawyer	  
(the	  embodiment	  of	  the	  Victorian	  male),	  yet	  after	  a	  conversion	  to	  mediumship,	  cultural	  expectations	  
meant	  that	  he	  was	  compelled	  to	  defend	  his	  male	  integrity	  and	  rational	  mind.	  His	  response	  when	  
facing	  questions	  of	  his	  belief	  in	  Spiritualism	  were	  that	  he	  had	  relied	  on	  his:	  ‘lawyerly	  rationality	  and	  
manhood…[consulting]	  his	  “own	  reason”	  on	  the	  bench	  and	  been	  converted	  [to	  Spiritualism]	  by	  
“irrefutable	  testimony”	  despite	  “scepticism”	  and	  “obdurate	  refusal”	  to	  believe’	  (Carroll,	  2000:	  7).	  
John	  W.	  Edmonds	  reaffirms	  (through	  his	  need	  to	  justify	  his	  belief),	  this	  cultural	  understanding	  of	  the	  
Spiritualist	  medium	  as	  weak-­‐minded,	  emotionally	  unstable	  and	  without	  reason.	  	  
	   Tromp	  hints	  at	  the	  homoerotic	  nature	  of	  male	  mediums	  during	  the	  Victorian	  era,	  citing	  an	  
episode	  of	  mediumship	  conducted	  by	  revered	  Spiritualist	  Daniel	  David	  Home.	  When	  performing	  a	  
reading	  to	  Mount	  Templer	  (then	  Cowper),	  Home	  takes	  on	  the	  spirit	  voice	  of	  Harriet	  Gurney	  
(Templer’s	  first	  wife):	  
	  
Darling,	  my	  love,	  I	  watch	  over	  thee	  and	  all	  night	  I	  stand	  over	  thee…then	  after	  a	  [pause]	  Mr.	  
Daniel	  kissed	  my	  hand	  in	  the	  way	  she	  [Harriet	  Gurney]	  kissed	  it…’In	  those	  long	  long	  nights	  
Darling	  when	  you	  were	  alone,	  dark,	  and	  hopeless…I	  was	  there	  with	  you	  (2006:	  51).	  
	  
Hazelgrove	  also	  remarks	  on	  male	  mediumship,	  arguing	  that	  it	  was	  in	  the	  minority.	  Because	  
mediumship	  embodied	  notions	  of	  the	  feminine,	  and	  being	  penetrated	  by	  spirit,	  there	  was	  an	  
association	  made	  at	  the	  time	  between	  male	  mediumship	  and	  homosexuality	  (2000:	  5).	  
	   This	  review	  of	  early	  Spiritualism	  and	  gender	  expectations	  reveals	  a	  re-­‐defining	  of	  
masculinities	  and	  represents	  a	  fascinating	  insight	  into	  early	  Victorian	  culture	  and	  the	  area	  of	  
Spiritualism,	  extracting	  how	  traditional	  concepts	  of	  femininity	  and	  masculinity	  were	  being	  presented	  
with	  a	  certain	  fluidity.	  While	  femininity	  was	  utilised	  to	  conform	  to	  contemporary	  notions	  of	  
submission	  and	  sensibilities	  (through	  letting	  in	  and	  being	  controlled	  by	  often	  male	  spirits),	  this	  
concurrently	  enabled	  women	  to	  take	  to	  the	  stage	  and	  voice	  their	  opinions	  in	  a	  way	  not	  seen	  before	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in	  Victorian	  culture.	  In	  this	  strange	  paradox,	  culturally	  accepted	  feminine	  traits	  such	  as	  submission	  
were	  being	  utilised	  and	  strengthened	  to	  usurp	  the	  traditional	  power	  order	  of	  society.	  	  
	   Conversely	  Spiritualism	  problematised	  masculinity	  because	  males	  who	  aligned	  themselves	  
with	  a	  belief	  in	  communication	  with	  spirit	  were	  presenting	  feminine	  characteristics.	  As	  noted,	  this	  
was	  largely	  due	  to	  the	  form	  and	  framework	  of	  Spiritualism	  and	  the	  fact	  that	  to	  be	  a	  good	  medium	  
you	  would	  have	  to	  allow	  yourself	  to	  be	  taken	  over,	  accepting	  spirit	  in,	  to	  control	  you,	  contradicting	  
culturally	  dominant	  held	  beliefs	  that	  to	  be	  manly	  during	  this	  period	  you	  would	  have	  to	  be	  strong	  
willed	  and	  subsequently	  unable	  to	  let	  spirits	  in.	  In	  Victorian	  America,	  similar	  to	  Britain	  at	  this	  time,	  
male	  demeanour	  was	  considered	  to	  be	  a	  head	  strong,	  rational	  and	  to	  embody	  patriarchal	  features,	  
while	  the	  female	  demeanour	  was	  considered	  submissive,	  emotional	  and	  sensitive.	  It	  is	  therefore	  not	  
a	  leap	  to	  suggest	  that	  the	  large	  number	  of	  female	  Spiritualist	  mediums	  was	  due	  to	  culturally	  
ingrained	  expectations	  of	  gender.	  Further	  analysis	  of	  links	  between	  cultural	  expectations	  of	  gender	  
and	  the	  Spiritualist	  medium	  particularly	  regarding	  contemporary	  British	  gender	  roles	  and	  the	  rise	  of	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The	  popularity	  and	  dominance	  of	  the	  female	  medium	  continued	  into	  the	  twentieth	  century	  and	  is	  
exemplified	  through	  Helen	  Duncan,	  Estelle	  Roberts	  and	  latterly	  Doris	  Stokes.	  Before	  analysing	  these	  
mediums,	  a	  little	  of	  the	  cultural	  landscape	  should	  be	  explored.	  Early	  twentieth	  century	  Britain	  in	  
cultural	  terms	  can	  be	  understood	  as	  characterised	  by	  war,	  whether	  this	  is	  World	  War	  1	  (1914-­‐18)	  or	  
the	  Second	  World	  War	  (1939-­‐45),	  which	  brought	  death	  on	  a	  large	  scale	  and	  subsequent	  grieving.	  	  
Hazelgrove's	  Spiritualism	  and	  British	  Society	  Between	  the	  Wars	  offers	  a	  detailed	  appraisal	  of	  
Spiritualism’s	  position	  in	  this	  social	  milieu	  theorising	  that	  Spiritualism	  embodied	  the	  antithesis	  of	  
post	  World	  War	  1	  regeneration:	  
	  
just	  as	  post	  war	  'reconstruction'	  was	  imagined	  in	  terms	  of	  'clean'	  'hardy'	  and	  'virile'	  
pastoralism,	  so	  the	  séance	  seemed	  to	  be	  part	  of	  effete	  urban	  degeneration.	  Indeed	  the	  image	  
of	  Spiritualism	  as	  a	  dark,	  degenerative	  and	  unmasculine	  activity	  has	  endured	  from	  the	  
nineteenth-­‐century	  to	  quite	  recent	  times	  (2000:	  120).	  
	  
Even	  here,	  notions	  of	  un-­‐manliness	  frame	  what	  it	  is	  to	  be	  a	  Spiritualist	  medium	  during	  the	  inter-­‐war	  
years.	  This	  was	  a	  largely	  modernist	  society,	  with	  notions	  of	  progress	  measured	  in	  a	  masculine	  way,	  
privileging	  science	  and	  rationality	  over	  areas	  of	  mysticism	  and	  the	  spiritual.	  During	  this	  time	  Britain	  
 122	  
can	  be	  considered	  to	  be	  in	  an	  era	  of	  Weberian	  disenchantment	  (as	  explored	  in	  the	  chapter	  3	  in	  this	  
thesis),	  where	  science	  provides	  a	  framework	  for	  all	  elements	  of	  the	  unknown	  and	  collapsing	  notions	  
of	  spiritual	  into	  an	  experimental	  or	  rational	  explanation.	  Yet	  Spiritualism	  was	  a	  popular	  pursuit.	  
Bernstein	  (1994)	  and	  Elkins	  (1998)	  provide	  academic	  exploration	  of	  this	  area	  of	  modernist	  rationality	  
and	  its	  effect	  on	  society,	  collectively	  acknowledging	  a	  movement	  away	  from	  orthodox	  religious	  
beliefs	  and	  engagement	  in	  traditional	  forms	  of	  spiritual	  practice.	  	  
	   Despite	  this,	  the	  figure	  of	  the	  female	  Spiritualist	  medium	  continued	  to	  draw	  significant	  
numbers.	  Hazelgove	  describes	  Spiritualism	  during	  the	  interwar	  years	  as	  being	  considered	  in	  the	  
same	  way	  as	  notions	  of	  the	  supernatural:	  somewhat	  benign.	  Mediums	  were	  considered	  to	  be:	  
‘dangerous,	  deluded	  or	  mad:	  sometimes	  all	  three’	  (2000:	  110).	  Nonetheless,	  large	  numbers	  of	  
people	  would	  continue	  to	  seek	  communication	  with	  their	  departed	  loved	  ones.	  Warner	  explores	  the	  
significance	  of	  photography	  at	  the	  time,	  arguing	  that	  its	  ability	  to	  record	  soldiers	  and	  the	  action	  of	  
war	  presented	  a	  new	  representation	  of	  the	  real,	  a	  phenomenon	  that,	  when	  translated	  into	  spirit	  
photography,	  became	  another	  method	  through	  which	  the	  medium	  could	  reunite	  the	  grieving	  family	  
with	  their	  relative	  who	  had	  been	  killed	  in	  action	  (2006:	  245).	  Warner	  claims	  that	  a	  spirit	  photograph	  
of	  a	  girl	  called	  ‘Peggy’44	  survives;	  this	  little	  girl	  appeared	  regularly	  to	  Scottish	  medium	  Helen	  Duncan,	  
who	  was	  a	  well	  known	  medium	  during	  a	  later	  conflict,	  the	  Second	  World	  War.	  	  
	   In	  the	  1940s	  Medium	  Helen	  Duncan	  attracted	  large	  audiences	  and	  was	  well	  respected	  in	  
Spiritualist	  circles.	  The	  war,	  with	  its	  large	  number	  of	  missing	  and	  dead,	  provided	  mediums	  like	  
Duncan	  with	  a	  never-­‐ending	  stream	  of	  people	  grieving	  and	  seeking	  messages	  from	  their	  
disembodied	  loved	  ones.	  British	  society	  of	  the	  1940s	  however	  would	  continue	  to	  reinforce	  
traditional	  constructions	  of	  gender,	  being	  patriarchal,	  strong	  minded	  with	  the	  male	  positioned	  as	  the	  
breadwinner.	  The	  war	  arguably	  aided	  a	  reinforcement	  of	  these	  gender	  characteristics,	  which,	  in	  
blunt	  terms,	  saw	  men	  going	  to	  fight	  while	  women	  stayed	  at	  home.	  In	  this	  1940s	  social	  context	  
Duncan	  becomes	  a	  motif	  of	  the	  typical	  female	  Spiritualist	  medium,	  someone	  considered	  'unstable'	  
and	  'unbalanced'	  (O'Donnell,	  1955),	  by	  a	  largely	  patriarchal	  society.	  Duncan	  became	  well	  known	  for	  
what	  may	  be	  termed	  'death	  notices,'	  which	  would	  see	  her	  materialise	  the	  spirits	  of	  service	  personnel	  
who	  had	  perished	  in	  the	  war.	  Duncan's	  fate	  was	  cast	  after	  her	  most	  infamous	  séance	  in	  November	  
1941,	  which,	  as	  discussed	  in	  the	  Introduction,	  involved	  her	  seemingly	  materialising	  a	  sailor	  who	  had:	  
'gone	  down	  on	  a	  vessel	  called	  the	  Barham'	  (BBC,	  n.d.)	  and	  which	  led	  to	  her	  imprisonment	  as	  a	  threat	  
to	  national	  security	  because	  the	  details	  of	  the	  sinking	  of	  HMS	  Barham	  were	  not	  made	  public	  by	  the	  
Government	  until	  several	  months	  after	  the	  catastrophe.	  
	   The	  presentation	  of	  the	  female	  Spiritualist	  medium	  during	  the	  mid	  twentieth	  century	  was	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44	  Spirit	  photographs	  of	  ‘Peggy’	  are	  available	  here:	  http://www.prairieghosts.com/duncan.html	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subject	  to	  another	  shift,	  one	  that	  would	  distort	  constructions	  of	  the	  female	  medium	  as	  weak	  
minded,	  unstable	  and	  hysterical	  (Hazelgrove,	  2000:	  121)	  through	  the	  construction	  of	  female	  
mediumship	  as	  a	  safer	  motherly	  figure,	  albeit	  with	  an	  eccentric	  twist.	  A	  key	  characterisation	  and	  
arguably	  the	  original	  embodiment	  of	  the	  motif	  was	  Madam	  Acarti,	  a	  fictional	  character	  from	  Noel	  
Coward's	  play	  Blithe	  Spirit	  (1941),	  with	  a	  film	  adaptation	  in	  1945.	  The	  character	  is	  an	  ironic	  one,	  
being	  presented	  on	  the	  silver	  screen	  only	  a	  few	  years	  after	  Duncan’s	  detention	  at	  London’s	  Holloway	  
Prison.	  Margaret	  Rutherford's	  ‘Acarti’	  is	  a	  far	  cry	  from	  the	  readings	  regarded	  as	  dangerous	  (by	  the	  
Government)	  from	  Helen	  Duncan.	  Blithe	  Spirit’s	  negotiation	  of	  gender	  is	  helpful,	  while	  Acarti	  is	  
portrayed	  as	  a	  bumbling	  eccentric,	  both	  she	  and	  the	  male	  protagonist	  within	  the	  film,	  Charles	  
Condomine,	  conform	  to	  the	  predominant	  constructions	  of	  nineteenth	  century	  gender	  roles:	  that	  of	  
the	  sensitive	  emotional	  female	  and	  the	  strong	  minded	  rational	  male.	  The	  nature	  of	  these	  gender	  
presentations	  is	  explored	  by	  Street:	  
	  
Madame	  Acarti	  becomes	  all	  the	  more	  fascinating	  for	  her	  resolute	  belief	  in	  the	  afterlife	  as	  her	  
enthusiasm	  for	  her	  ‘talent,’	  personal	  conviction	  and	  eventual	  success	  in	  banishing	  the	  spirits	  is	  
demonstrated	  with	  affection	  in	  Blithe	  Spirit.	  This	  is	  contrasted	  with	  sceptic	  Charles	  
Condomine’s	  calculating	  move	  to	  use	  her	  in	  his	  experiment	  only	  to	  discover	  that	  ghosts	  do	  
exist	  (2010:	  38).	  
	  
	   This	  representation	  of	  female	  Spiritualism	  has	  stuck,	  becoming	  embraced	  to	  culturally	  soften	  
previous	  male	  proliferated	  notions	  of	  Spiritualism	  as	  a	  dark,	  unmasculine	  pursuit	  that	  is	  the	  
occupation	  solely	  of	  unhinged	  women.	  This	  cultural	  reference	  of	  the	  female	  medium	  continues	  to	  be	  
recirculated	  today,	  where	  images	  of	  her	  are	  frequent	  as	  can	  be	  seen,	  for	  example,	  in	  an	  article	  titled	  
Why	  We	  All	  Have	  Psychic	  Powers	  (Sheldrake,	  07/01/12)	  (Fig.	  4.1)	  and	  The	  Psychic	  Challenge	  (Gold,	  
12/08/05)	  (Fig	  4.2).	  Inclusion	  of	  the	  quirky	  style	  of	  Acarti	  and	  the	  darkened	  séance	  has	  been	  
replayed	  in	  popular	  soap	  EastEnders,	  (Fig.	  4.3),	  solidifying	  the	  character	  as	  a	  well-­‐understood	  playful	  




Fig.	  4.1	  Daily	  Mail,	  07/01/12	  
	  





Fig.	  4.3	  Eastenders	  BBC1	  27/02/87	  
	  
	  
While	  images	  of	  the	  fictional	  medium	  Acarti	  were	  being	  presented	  through	  the	  media,	  real	  British	  
female	  mediums	  were	  flourishing,	  namely	  Estelle	  Roberts,	  Doris	  Stokes,	  Ena	  Twig,	  and	  Ivy	  Northage.	  
Roberts	  is	  considered	  one	  of	  the	  most	  significant	  female	  Spiritualists	  of	  the	  twentieth	  century,	  being	  
a	  leading	  force	  in	  the	  legalisation	  of	  the	  Spiritualist	  religion	  in	  Great	  Britain.	  She	  visited	  Parliament	  a	  
number	  of	  times	  in	  the	  early	  1950s	  (Roberts,	  2006:	  82)	  where	  she:	  
	  
gave	  stunning	  demonstrations	  of	  clairvoyance	  to	  the	  Lords	  and	  Ladies	  of	  the	  Realm	  and	  to	  the	  
MPs.	  So	  convinced	  by	  her	  abilities	  were	  the	  MPs	  that	  they	  rallied	  to	  the	  Spiritualist	  cause’	  (The	  
Mediums'	  Hall	  of	  Fame,	  03/02/14).	  	  
	  
Roberts	  (2006)	  herself	  notes	  the	  importance	  of	  these	  demonstrations	  to	  MPs	  pointing	  out	  her	  
influence	  on	  the	  amendment	  of	  the	  Witchcraft	  and	  Vagrancy	  Act,	  which	  would	  no	  longer	  see	  
mediums	  imprisoned	  for	  their	  work.	  
	   While	  Blithe	  Spirit	  solidified	  popular	  culture’s	  image	  of	  the	  Spiritualist	  medium	  in	  the	  mid	  
twentieth	  century,	  there	  was	  another	  significant	  female	  medium	  on-­‐screen,	  this	  time	  a	  darker	  
portrayal	  that	  seemed	  to	  play	  more	  on	  the	  notions	  of	  an	  emotionally	  unhinged	  woman.	  In	  Séance	  on	  
a	  Wet	  Afternoon	  (1964)	  Spiritualist	  medium	  Myra	  Savage	  is	  portrayed	  as	  a	  manipulative	  character	  
who	  misuses	  her	  gift	  of	  mediumistic	  insight	  for	  personal	  gain,	  orchestrating	  the	  kidnap	  and	  ransom	  
of	  a	  young	  girl,	  who	  Savage	  plans	  to	  lead	  the	  police	  to,	  thus	  solving	  the	  ‘crime,’	  and	  proving	  her	  
abilities	  as	  a	  medium.	  
	   While	  fictional	  representations	  of	  mediums	  appeared	  on	  the	  big	  screen,	  another	  notable	  
 126	  
female	  Spiritualist	  medium,	  Doris	  Stokes,	  was	  making	  appearances	  at	  the	  London	  Palladium45	  where	  
she	  became	  well	  known	  for	  her	  demonstrations	  of	  mediumship.	  Stokes	  wrote	  many	  books	  including	  
A	  Host	  of	  Voices	  (1984)	  and	  Innocent	  Voices	  in	  my	  Ear	  (1983).	  She	  was	  well	  known	  for	  her	  down	  to	  
earth	  approach	  to	  Spiritualism,	  exemplified	  through	  her	  well-­‐known	  saying	  often	  delivered	  during	  
her	  introduction:	  'there	  is	  no	  death,	  you	  can't	  die	  for	  the	  life	  of	  you'	  (Youtube,	  1986).	  In	  2012	  Stokes	  
was	  featured	  on	  SKY	  1	  Arts	  programme	  Psychobitches	  where	  Stokes	  and	  her	  abilities	  became	  the	  
subject	  of	  comedy	  while	  a	  female	  therapist	  listened	  to	  her	  (SKY	  Arts,	  2013).	  This	  inclusion	  of	  Stokes	  
on	  a	  television	  programme	  is	  ironic,	  like	  many	  of	  her	  female	  medium	  counterparts	  she	  was	  never	  
awarded	  her	  own	  show,	  yet	  had	  millions	  of	  fans	  and	  was	  a	  regular	  medium	  touring	  venues	  across	  
the	  Britain	  and	  the	  world,	  from	  America	  to	  Australia.	  Stokes	  died	  in	  1987,	  and	  while	  British	  
Spiritualists	  mourned,	  there	  was	  a	  new	  phenomenon	  on	  the	  horizon,	  one	  where	  the	  Spiritualist	  
medium	  was	  to	  become	  central	  to	  the	  proliferation	  of	  a	  new	  media	  Spiritualism.	  
	  
The	  Rise	  of	  the	  Contemporary	  Male	  Media	  Spiritualist	  Medium	  and	  the	  Emergence	  of	  the	  On-­‐screen	  
Male	  Spiritualist	  Medium	  	  
So	  far	  this	  chapter	  has	  unpacked	  the	  significance	  of	  the	  female	  medium,	  where	  mediumship	  offered	  
females	  a	  powerful	  voice	  in	  both	  private	  and	  public	  spheres.	  What	  is	  evident	  however	  is	  that	  
through	  the	  rise	  of	  contemporary	  television	  Spiritualism	  (a	  public	  platform)	  the	  female	  has	  become	  
displaced	  by	  male	  mediumship.	  Male	  domination	  of	  the	  public	  sphere	  of	  mediumship	  is	  significant	  in	  
tracing	  how	  Spiritualism	  has	  become	  a	  spectacle.	  This	  section	  will	  now	  consider	  the	  reasons	  behind	  
the	  male	  dominance	  of	  the	  public	  sphere	  and	  the	  contribution	  that	  male	  mediumship	  forms	  in	  
relation	  to	  the	  spectacularisation	  of	  Spiritualism.	  	  
	   2002	  was	  a	  defining	  year	  for	  the	  portrayal	  of	  contemporary	  Spiritualism	  and	  the	  male	  
Spiritualist	  medium.	  It	  was	  the	  year	  that	  saw	  the	  first	  broadcast	  of	  LIVINGtv’s	  Most	  Haunted,	  the	  
programme	  that	  solidified	  the	  career	  of	  one	  of	  the	  most	  prolific	  male	  mediums	  of	  the	  decade,	  Derek	  
Acorah.	  Not	  long	  after	  this	  show	  other	  Spiritualist	  television	  series	  started	  broadcasting:	  The	  Psychic	  
Detective,	  The	  Antiques	  Ghost	  Show,	  6ixth	  Sense	  and	  Dead	  Famous.	  All	  of	  these	  featured	  a	  male	  
Spiritualist	  medium	  pivotal	  to	  the	  programmes’	  narrative.	  In	  The	  Psychic	  Detective	  Tony	  Stockwell	  is	  
medium,	  the	  medium	  for	  Antiques	  Ghost	  Show	  is	  Derek	  Acorah,	  6ixth	  Sense	  is	  presided	  over	  by	  
medium	  Colin	  Fry	  and	  Dead	  Famous’	  medium	  is	  Chris	  Fleming.	  	  
	   These	  paranormal	  shows,	  were	  all	  framed	  by	  the	  belief	  that	  communication	  with	  spirit	  was	  
possible,	  and	  could	  be	  performed	  by	  the	  medium.	  The	  production	  dynamics	  of	  these	  programmes	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45	  Stokes	  was	  the	  fist	  Medium	  to	  appear	  at	  the	  London	  Palladium.	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placed	  the	  medium	  centre	  stage	  (much	  in	  the	  same	  way	  as	  the	  Victorian	  séance)	  with	  the	  unfolding	  
narrative	  of	  the	  programmes	  resting	  on	  the	  medium’s	  ability	  to	  'communicate'	  with	  spirit.	  In	  this	  
sense	  these	  programmes	  can	  be	  read	  as	  a	  replaying	  of	  early	  demonstrations	  of	  Spiritualism,	  through	  
which	  the	  world	  of	  spirit	  and	  the	  physical	  plane	  are	  joined.	  The	  messages	  communicated	  become	  
part	  of	  the	  larger	  narrative,	  providing	  proof	  of	  the	  continuation	  of	  life	  after	  death	  and	  consequently	  
a	  belief	  in	  the	  Spiritualist	  medium	  themselves.	  These	  programmes	  are	  antithetical	  to	  historical	  
discorses	  of	  mediumship	  in	  that	  the	  majority	  of	  these	  media	  mediums	  on	  television	  are	  male.	  Having	  
explored	  earlier	  in	  this	  chapter	  the	  gender	  dynamics	  of	  traditional	  Spiritualism	  alongside	  culture’s	  
interpretation	  of	  the	  medium	  as	  female,	  this	  contemporary	  representation	  of	  the	  psychic	  is	  a	  
complete	  reframing	  of	  the	  Spiritualist	  medium	  as	  male	  in	  the	  mass	  media	  paradigm.	  
	   Between	  2002	  and	  2010,	  male	  Spiritualist	  mediums	  on	  television	  such	  as	  Derek	  Acorah,	  
Gordon	  Smith,	  Tony	  Stockwell,	  Colin	  Fry,	  Chris	  Fleming,	  John	  Edward	  and	  latterly	  (on	  Most	  Haunted)	  
David	  Wells	  and	  Chris	  Conway	  evidently	  present	  Spiritualism	  with	  a	  very	  different	  gender	  
construction	  and	  audience	  expectation	  to	  that	  of	  the	  traditional	  British	  female	  mediums	  of	  the	  
1890s.	  As	  noted	  throughout	  this	  thesis,	  one	  of	  the	  most	  prolific	  television	  programmes	  to	  have	  a	  
male	  Spiritualist	  medium	  is	  Most	  Haunted;	  the	  show	  originally	  featured	  self-­‐proclaimed	  number	  one	  
TV	  psychic	  Derek	  Acorah.	  Acorah	  was	  not	  new	  to	  television	  by	  the	  time	  he	  appeared	  in	  Most	  
Haunted:	  he	  had	  joined	  LIVINGtv	  from	  another	  commercial	  network,	  Granada	  Television,	  where	  he	  
had	  been	  the	  in-­‐house	  medium	  for	  Granada	  Breeze's	  Psychic	  Livetime	  and	  latterly	  presented	  his	  own	  
show	  on	  the	  channel,	  Derek	  Acorah's	  Predictions.	  	  During	  Predictions,	  one	  of	  Acorah's	  roles	  was	  to	  go	  
around	  to	  people’s	  homes	  and	  give	  personal	  readings	  to	  them	  (not	  dissimilar	  to	  the	  concept	  of	  
doorstep	  divinations	  in	  his	  later	  programme	  Ghost	  Towns).	  Another	  element	  of	  Predictions	  and	  a	  
precursor	  to	  Most	  Haunted	  is	  Acorah’s	  performance	  of	  mediumship	  at	  alleged	  haunted	  locations.	  
The	  medium	  stated	  that	  he	  was	  not	  so	  interested	  in	  this	  part	  of	  the	  programme:	  
	  
the	  idea	  of	  wandering	  around	  old	  buildings	  talking	  about	  days	  gone	  by	  held	  no	  appeal	  
whatsoever.	  I	  had	  hated	  history	  at	  school	  and	  had	  always	  managed	  to	  escape	  history	  lessons	  
to	  train	  for	  my	  school	  football	  team...Nevertheless	  I	  agreed	  to	  take	  part	  in	  the	  programme.	  
With	  Sam's	  help	  [Acorah's	  spirit	  guide]	  I	  knew	  I	  could	  do	  it	  (2004:	  48).	  
	  
Despite	  Acorah	  becoming	  a	  well	  known	  psychic	  both	  on	  the	  screen,	  and	  on	  the	  road	  in	  the	  early	  
2000s	  (taking	  his	  Spiritualist	  show	  to	  theatres	  and	  large	  venues	  across	  the	  United	  Kingdom),	  in	  his	  
book	  Ghost	  Hunting	  with	  Derek	  Acorah,	  he	  aligns	  himself	  with	  a	  far	  more	  traditional	  Spiritualist	  
experience	  and	  growth,	  documenting	  his	  first	  appearances,	  from	  demonstrations	  of	  mediumship	  at	  
his	  local	  Spiritualist	  church,	  to	  appearing	  in	  front	  of	  250	  people	  at	  the	  Orrell	  Park	  Ballroom	  in	  
 128	  
Liverpool	  (2005:	  254).	  This	  sense	  of	  a	  personal	  Spiritualist	  growth	  witnessed	  through	  Acorah’s	  story	  
is	  reinforced	  through	  interviews	  conducted	  for	  this	  study	  between	  2008	  -­‐	  2011	  with	  two	  of	  the	  other	  
prolific	  male	  media	  mediums:	  Colin	  Fry	  and	  Tony	  Stockwell.	  Fry	  rose	  to	  fame	  as	  the	  host	  of	  his	  own	  
show	  Colin	  Fry's	  6ixth	  Sense,	  while	  Stockwell	  fronted	  television	  programmes	  The	  Psychic	  Detective	  
and	  Street	  Psychic.	  Alongside	  his	  media	  work,	  Fry	  has	  toured	  the	  UK	  performing	  mediumship	  in	  
theatres	  and	  Spiritualist	  churches	  at	  the	  rate	  of	  roughly	  100	  shows	  a	  year	  since	  2002.	  Questioning	  
Fry	  on	  his	  growth	  into	  a	  medium,	  he	  stated:	  
	  
my	  family	  say	  that	  I	  came	  out	  with	  my	  first	  message	  when	  I	  was	  about	  four	  years	  old...I	  started	  
working	  with	  mediumship,	  I	  suppose	  really	  when	  I	  was	  about	  13,	  that's	  when	  I	  really	  
comprehended	  what	  it	  was	  that	  I	  had,	  and	  I	  suppose	  really	  having	  the	  beginnings	  of	  a	  sense	  of	  
what	  I	  was	  supposed	  to	  do	  with	  it	  (2007).	  
	  
During	  the	  interview	  Fry	  acknowledges	  his	  position	  as	  a	  television	  psychic	  and	  suggests	  that	  he	  uses	  
his	  position	  to	  dispel	  what	  he	  sees	  as	  common	  misconceptions	  of	  mediumship:	  
	  
Right	  throughout	  the	  course	  of	  history	  people	  have	  displayed	  psychic	  and	  mediumistic	  abilities	  
and,	  you	  know,	  the	  powers	  that	  be	  have	  tried	  to	  suppress	  that,	  and	  I	  think	  in	  this	  day	  and	  age	  
with	  the	  gift	  we've	  been	  given	  of	  being	  able	  to	  present	  our	  work	  on	  television	  in	  the	  media,	  it	  
gives	  us	  the	  opportunity	  to	  show	  the	  public	  that	  there	  is	  nothing	  scary	  or	  freaky	  or	  weird	  or	  
forbidden	  about	  this,	  it	  is	  a	  normal	  human	  ability	  that	  some	  human’s	  possess	  (2007).	  
	  
Through	  this	  statement	  Fry	  appears	  to	  frame	  himself	  in	  the	  traditional	  Spiritualist	  medium	  role,	  
suggesting	  that	  the	  media	  is	  merely	  a	  communicative	  tool	  he	  uses	  to	  break	  away	  from	  old	  orders	  of	  
modernist	  rationality	  (the	  powers)	  to	  present	  a	  'truth'	  about	  what	  he	  sees	  as	  a	  normal	  ability	  to	  
contact	  spirit	  to	  the	  audience.	  
	   Both	  Fry	  (2007)	  and	  Acorah	  (2004)	  suggest	  that	  they	  are	  not	  male	  characters,	  or	  television	  
celebrities	  that	  have	  just	  landed	  in	  the	  media,	  but	  are	  exactly	  the	  same	  as	  any	  other	  medium	  who	  
from	  an	  early	  age	  has	  possessed	  the	  gift	  of	  communion	  with	  spirit.	  These	  statements	  from	  Fry	  and	  
Acorah	  present	  the	  notion	  that	  what	  may	  actually	  be	  occurring	  regarding	  the	  rise	  of	  the	  male	  
Spiritualist	  medium	  (and	  their	  role	  as	  spectacle	  creator)	  on	  television	  may	  not	  have	  been	  considered	  
by	  either	  medium.	  To	  grapple	  with	  the	  questions	  raised	  by	  this	  new	  prioritising	  of	  the	  male	  medium	  
on	  television,	  certain	  areas	  must	  be	  considered,	  such	  as:	  why	  has	  this	  gender	  shift	  in	  Spiritualist	  
mediums	  on	  the	  television	  occurred?	  Have	  cultural	  constructions	  of	  gender	  played	  a	  part	  in	  this	  
transformation?	  Also	  how	  does	  this	  reframing	  of	  the	  Spiritualist	  medium's	  gender	  impact	  on	  notions	  
of	  Spiritualism's	  transformation	  from	  a	  traditional	  theological	  belief	  system	  to	  media	  spectacle?	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Contemporary	  Media	  and	  the	  Materialisation	  of	  the	  On-­‐screen	  Male	  Spiritualist	  Medium	  
To	  further	  understand	  the	  nature	  of	  the	  growth	  of	  the	  male	  media	  Spiritualist	  medium	  a	  discussion	  
of	  primary	  examples	  is	  useful.	  As	  acknowledged,	  the	  era	  where	  this	  phenomenon	  of	  the	  male	  
television	  medium	  was	  at	  its	  peak	  is	  considered	  to	  be	  between	  2002	  and	  the	  end	  of	  the	  decade.	  The	  
male	  media	  medium	  performed	  the	  role	  of	  central	  character	  in	  different	  genres	  of	  programmes;	  
from	  ghost	  hunting	  programmes	  to	  real	  life	  crime	  shows	  to	  others	  that	  presented	  mediumship	  in	  
much	  the	  same	  way	  as	  a	  traditional	  Spiritualist	  church-­‐like	  setting,	  but	  in	  a	  television	  studio.	  
Whether	  on	  the	  trail	  of	  an	  unsolved	  murder,	  or	  a	  dead	  Hollywood	  icon	  the	  male	  media	  medium	  
became	  the	  ambassador	  for	  Spiritualism	  in	  the	  media	  during	  this	  time.	  One	  of	  the	  media	  mediums	  to	  
emerge	  during	  this	  period	  was	  American	  John	  Edward	  who	  fronted	  his	  own	  show,	  Crossing	  Over	  
(LIVINGtv,	  2003).	  Edward	  describes	  the	  television	  experience:	  
	  
I’m	  standing	  in	  the	  shadows,	  waiting	  to	  walk	  out	  in	  front	  of	  a	  hundred	  people…This	  is	  like	  
nothing	  I’ve	  ever	  done	  before.	  It’s	  not	  something	  I’ve	  ever	  really	  aspired	  to.	  But	  here	  I	  am…I’m	  
told	  this	  studio	  is	  the	  original	  home	  of	  Big	  Bird,	  Bert,	  Ernie	  and	  Oscar	  the	  Grouch.	  They	  shot	  
Sesame	  Street	  right	  where	  I’m	  standing.	  And	  right	  before	  me,	  Chris	  Rock	  did	  his	  HBO	  [Home	  
Box	  Office]	  show	  here.	  So	  I	  guess	  I	  fit	  right	  in	  (2001:	  xix).	  
	  
Here	  Edward	  appears	  to	  be	  conversing	  using	  a	  televisual	  dynamic,	  adding	  a	  hint	  of	  irony,	  suggesting	  
that	  he	  fits	  in	  with	  fictional	  children’s	  entertainment	  programmes.	  In	  terms	  of	  the	  presentation	  of	  
the	  medium	  and	  the	  overlaid	  media	  codes	  outlined	  in	  chapter	  2,	  Edward	  offers	  a	  small	  but	  
illuminating	  statement	  on	  the	  stage-­‐management	  of	  media:	  ‘It’s	  Showtime…Something	  tells	  me	  
we’re	  not	  in	  the	  Holiday	  Inn	  anymore…[I]	  try	  to	  smile	  the	  way	  I	  think	  a	  TV	  host	  is	  supposed	  to	  smile’	  
(2001:	  xx).	  This	  statement	  appears	  to	  concur	  with	  chapter	  2’s	  examination	  of	  the	  media	  form,	  where	  
there	  is	  a	  shaping	  of	  the	  narrative	  and	  the	  way	  people	  present	  themselves,	  where	  the	  look	  of	  what	  is	  
being	  presented	  attains	  a	  greater	  importance	  than	  what	  is	  being	  presented,	  particularly	  here	  where	  
Edward	  feels	  that	  he	  must	  put	  on	  the	  clichéd	  look	  of	  a	  television	  host	  and	  the	  way	  they	  smile.	  This	  
reaffirms	  claims	  in	  that	  that	  it	  is	  through	  the	  televisation	  of	  Spiritualism	  itself	  that	  it	  takes	  on	  the	  
form	  of	  the	  spectacular,	  however	  the	  relationship	  between	  the	  spectacle	  and	  onscreen	  male	  is	  an	  
important	  part	  of	  this	  study	  and	  will	  now	  be	  examined.	  	  
	   LIVINGtv’s	  Psychic	  Detective	  provides	  a	  useful	  text	  for	  this	  specific	  area	  of	  research.	  The	  
programme	  narrative	  sees	  Spiritualist	  medium	  Tony	  Stockwell	  attempting	  to	  solve	  criminal	  cases	  
that	  have	  gone	  cold.	  The	  intro	  narrative	  to	  the	  show	  states:	  ‘He's	  [Stockwell]	  now	  prepared	  to	  go	  out	  
on	  a	  limb	  to	  investigate	  unexplained	  deaths	  and	  disappearances’	  (LIVINGtv,	  2004c).	  While	  the	  
prominence	  of	  Spiritualism	  is	  never	  in	  doubt,	  as	  the	  key	  theme	  is	  his	  mediumistic	  abilities,	  Stockwell	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is	  presented	  more	  as	  a	  renegade	  detective,	  on	  the	  trail	  of	  truth	  and	  justice.	  Stylistically	  the	  
programme	  adopts	  similar	  motifs	  to	  Most	  Haunted.	  The	  intro	  sequence	  to	  Psychic	  Detective	  uses	  
black	  and	  white	  jump	  cut	  images,	  nighttime	  shots	  and	  awkward	  camera	  angles,	  set	  to	  hauntingly	  out	  
of	  tune	  piano	  keys.	  During	  an	  interview	  with	  the	  author	  in	  2007	  Stockwell	  recalls	  a	  poignant	  episode:	  
	  
I	  had	  to	  tell	  him,	  that	  in	  a	  way	  that	  his	  mother	  had	  a	  difficult	  life	  and	  she	  had	  to	  resort	  to	  
different	  ways	  of	  earning	  money...then	  I	  realise	  that	  she	  had	  passed	  because	  she	  was	  
murdered...to	  me	  I	  just	  feel	  so	  engrossed	  in	  that	  case	  because	  it	  is	  so	  real	  to	  me	  but	  also	  the	  
impact	  that	  it	  had	  on	  her	  son	  because	  she	  had	  given	  him	  up	  for	  adoption	  and	  it	  was	  almost	  
like	  he	  had	  rediscovered	  his	  Mum	  (2007).	  
	  
In	  Psychic	  Detective	  Stockwell	  and	  his	  mediumship	  are	  positioned	  between	  the	  victim's	  family	  and	  
friends	  who	  want	  to	  know	  the	  truth	  about	  their	  loved	  one	  (who	  has	  been	  murdered	  or	  disappeared),	  
the	  victim’s	  spirit	  and	  the	  police's	  inability	  to	  solve	  the	  crime.	  Within	  this	  paradigm	  Stockwell	  
becomes	  the	  embodiment	  of	  the	  male	  hero,	  characterised	  by	  his	  coming	  to	  the	  rescue	  of	  the	  family	  
with	  primary	  evidence	  directly	  from	  the	  victim.	  A	  backdrop	  of	  stylistic	  production	  that	  is	  dark	  and	  
urban	  frames	  the	  programme’s	  masculinity,	  the	  programme's	  voice	  over	  is	  male,	  the	  nature	  of	  the	  
voice	  is	  gravelly,	  and	  the	  script	  is	  gritty.	  Here	  the	  fact	  that	  the	  medium	  is	  male	  contributes	  to	  the	  
spectacle,	  a	  kind	  of	  heroic	  narrative.	  Both	  the	  male	  medium	  and	  the	  general	  production	  values	  of	  
The	  Psychic	  Detective	  embodies	  the	  on-­‐screen	  spectacle	  using	  male	  physical	  strength,	  as	  an	  heroic	  
form	  of	  being:	  the	  male	  medium	  battling	  evil	  forces,	  not	  only	  of	  this	  world,	  symbolised	  by	  his	  gritty	  
dark	  and	  dangerous	  surroundings,	  but	  that	  of	  a	  spirit	  world	  too,	  where	  the	  audience	  are	  told	  that	  
Stockwell	  encounters	  ‘malevolent	  spirits’.	  
	   Notions	  of	  male	  strength,	  seen	  in	  The	  Psychic	  Detective,	  are	  clear,	  not	  only	  in	  terms	  of	  the	  
dangerous	  storyline,	  where	  Stockwell	  has	  to	  put	  himself	  in	  hostile	  environments	  by	  investigating	  
unsolved	  murders,	  but	  his	  stature	  too	  aids	  a	  spectacle	  as	  Stockwell	  is	  a	  well	  toned	  ‘action-­‐figure’	  
style	  male.	  In	  this	  context	  the	  contemporary	  proliferation	  of	  Spiritualism	  as	  spectacle	  is	  predicated	  
on	  male	  rather	  than	  female	  involvement.	  The	  success	  of	  the	  male	  medium	  on	  contemporary	  
television	  and	  their	  relationship	  to	  the	  Spiritualist	  spectacle	  is	  a	  complex	  and	  nuanced	  situation,	  
relying	  on	  both	  the	  media’s	  drive	  for	  an	  on-­‐screen	  hero,	  and	  the	  ability	  of	  the	  male	  medium	  to	  cross	  
gender	  boundaries,	  becoming	  sensitive	  and	  opening	  themselves	  up	  to	  spirit	  while	  still	  possessing	  
traditional	  attributes	  of	  maleness	  such	  as	  dominance,	  authority	  and	  bravery.	  Both	  Elise	  (2001)	  and	  
Hourihan	  (1997)	  perform	  a	  sociological	  analysis	  of	  traditional	  constructions	  of	  male.	  Elise	  in	  Unlawful	  
Entry	  -­‐	  Male	  Fears	  of	  Psychic	  Entry	  analyses	  the	  male	  psyche	  in	  relation	  to	  a	  fear	  of	  womanly	  
submission.	  Elise	  views	  the	  male	  construction	  of	  identity	  as	  an	  ability	  to:	  ‘penetrate	  (and	  not	  be	  
penetrated)’	  (2001:	  508)	  as	  key	  to	  the	  definition	  of	  male.	  Any	  penetration	  in	  this	  sense	  from	  a	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spiritual	  force	  would	  be	  seen	  to	  endanger	  traditional	  notions	  of	  manhood.	  	  
	   This	  understanding	  of	  masculinities	  aligns	  itself	  to	  the	  Victorian	  ideal,	  where	  to	  be	  a	  man	  you	  
would	  have	  to	  present	  traditional	  patriarchal	  strong	  mindedness	  so	  as	  to	  avoid	  the	  perceived	  
submissive	  qualities	  of	  femininity,	  yet	  in	  a	  post-­‐millennial	  era,	  debates	  around	  masculinity	  have	  
shifted,	  particularly	  in	  relation	  to	  the	  representations	  of	  the	  male	  in	  the	  media.	  Stockwell's	  portrayal	  
of	  male	  gender	  problematises	  this	  notion	  of	  the	  strident	  patriarchal	  male	  in	  much	  the	  same	  way	  as	  
Victorian	  male	  Spiritualist	  mediums	  did.	  As	  a	  medium	  Stockwell	  lays	  himself	  open	  to	  spirit,	  
something	  previously	  aligned	  to	  the	  female	  sensibilities,	  yet	  simultaneously	  we	  have	  Stockwell	  
portraying	  a	  male	  detective-­‐hero.	  The	  showmanship	  that	  Stockwell	  provides	  within	  his	  performance	  
is	  also	  important	  to	  the	  male	  spectacle.	  It	  is	  embodied	  through	  his	  programme	  Street	  Psychic	  
(LIVINGtv,	  2004).	  Here	  he	  would	  approach	  random	  members	  of	  the	  public	  and	  perform	  Spiritualist	  
readings	  to	  them.	  These	  elements	  of	  very	  public	  showmanship	  offer	  key	  elements	  of	  spectacle	  and	  
reaffirm	  the	  link	  between	  the	  male	  performance	  and	  media	  spectacle.	  
	   Gates	  presents	  some	  observations	  on	  the	  shifting	  landscape	  of	  masculinities	  in	  mass	  media,	  
initially	  arguing	  the	  case	  for	  the	  'Die	  Hard	  Hero'	  (2006:	  143)	  that	  framed	  male	  representations	  in	  
films	  and	  television	  shows	  of	  the	  1980s;	  heroes	  embodied	  by	  characters	  such	  as	  John	  McClane	  from	  
the	  film	  Die	  Hard.	  Here	  Gates	  argues	  that	  McClane's	  hyper	  masculine	  characterisation	  is	  in	  direct	  
response	  to	  a	  perceived	  threat	  to	  masculinity	  from	  varying	  cultural	  factors	  such	  as	  the	  empowered	  
woman	  (2006:	  133).	  	  Gates	  also	  acknowledges	  that	  characters	  who	  portray	  a	  personification	  of	  
hyper-­‐masculinity	  are	  often	  of	  working	  class	  origin;	  this	  is	  to	  differentiate	  themselves	  from	  the	  male	  
middle	  classes	  of	  the	  1980s	  who	  had	  taken	  on	  a	  domesticated	  feminised	  aspect.	  While	  the	  1980s	  
brawn	  over	  brains	  action	  hero	  was	  omnipotent	  in	  mass	  media,	  images	  of	  the	  male	  body	  as	  all	  
powerful	  would	  shape	  the	  audience	  perception	  of	  what	  it	  was	  to	  be	  male,	  largely	  American	  
examples	  populated	  British	  television	  of	  male	  performance,	  these	  included	  The	  A	  Team,	  Dukes	  of	  
Hazard,	  He-­‐Man,	  Lethal	  Weapon	  and	  even	  the	  Ghostbusters	  series	  of	  films.	  These	  were	  not	  the	  only	  
constructions	  of	  male	  here;	  British	  franchise	  James	  Bond	  offered	  a	  stylised	  hyper-­‐masculine	  model	  
for	  consumption	  at	  the	  cinema	  and	  on	  television	  screens	  during	  this	  time.	  Gates	  considers	  however	  
a	  shift	  in	  1990s	  representations	  of	  the	  male,	  which	  gave	  way	  to	  a	  detective-­‐hero.	  The	  detective-­‐hero	  
no	  longer	  required	  physical	  prowess,	  instead	  there	  was	  a	  promotion	  of	  male	  brains	  and	  
emotionality.	  In	  a	  shift	  away	  from	  the	  working	  class	  male	  hero	  with	  muscle,	  the	  new	  detective	  would	  
far	  more	  likely	  be	  middle-­‐class,	  educated	  and	  would	  rely	  on	  their	  own	  judgement	  and	  skill	  to	  solve	  
crimes	  and	  the	  mysteries	  that	  confronted	  them	  (2006:	  158).	  	  
	   This	  notion	  of	  a	  shift	  in	  masculinities	  is	  directly	  relatable	  to	  Spiritualist	  medium	  Stockwell,	  
who	  as	  a	  detective	  takes	  on	  this	  new	  male	  construction,	  he	  is	  not	  portrayed	  as	  a	  hyper-­‐masculine	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character,	  as	  a	  medium	  he	  displays	  the	  traditionally	  cast	  feminine	  traits	  of	  being	  more	  emotionally	  
aware.	  During	  the	  Psychic	  Detective	  Stockwell's	  abilities	  as	  a	  medium	  are	  fundamental	  to	  his	  
portrayal	  of	  the	  male	  detective,	  because	  to	  the	  viewer	  it	  is	  obvious	  he	  is	  male,	  highlighted	  through	  
his	  toned	  male	  stature,	  as	  already	  noted,	  while	  production	  of	  the	  programme	  also	  leaves	  us	  in	  no	  
doubt	  that	  what	  we	  are	  watching	  is	  a	  detective	  show.	  In	  many	  episodes	  of	  The	  Psychic	  Detective,	  
Stockwell	  is	  framed	  in	  an	  urban	  setting,	  he	  has	  the	  overall	  look	  of	  a	  detective	  in	  charge	  of	  a	  case,	  
sporting	  a	  leather	  jacket	  not	  dissimilar	  to	  the	  male	  fictional	  detective	  Wallander	  (BBC	  One	  2008);	  he	  
is	  also	  seen	  examining	  psychic	  evidence	  at	  the	  scene	  of	  a	  crime.	  Through	  Gates’	  examination	  of	  a	  
shifting	  emphasis	  on	  male	  muscle,	  being	  replaced	  by	  the	  thinking	  male	  character	  (more	  likely	  to	  be	  
in	  touch	  with	  a	  more	  emotional	  side),	  we	  see	  the	  media	  portrayal	  of	  what	  it	  is	  to	  be	  male	  embracing	  
a	  new	  audience	  expectation	  of	  gender	  traits.	  	  
	   This	  may	  also	  suggest	  that	  the	  representational	  codes	  for	  the	  male	  Spiritualist	  medium	  on	  
television	  are	  drawn	  from	  pre-­‐existing	  (1990s)	  renderings	  of	  fictional	  male	  characters,	  the	  audience	  
are	  already	  familiar	  with	  this	  form	  of	  softer	  on-­‐screen	  males	  and	  their	  role	  within	  an	  existing	  
framework	  of	  spectacle.	  The	  emergence	  of	  this	  softer	  male	  'detective	  hero'	  construction	  of	  
masculinity	  can	  also	  be	  located	  in	  another	  Spiritualist	  programme	  from	  2003,	  The	  Antiques	  Ghost	  
Show	  (LIVINGtv,	  2003).	  Featuring	  medium	  Acorah,	  the	  show’s	  pretext	  is	  based	  around	  guests	  
bringing	  a	  family	  heirloom	  along	  for	  Acorah	  to	  psychically	  read,	  whereupon	  the	  information	  he	  
provides	  is	  evaluated	  for	  its	  authenticity	  and	  historical	  correctness.	  The	  reading	  occurs	  not	  only	  in	  
front	  of	  the	  guests	  but	  also	  in	  the	  presence	  of	  an	  antiques	  expert	  and	  a	  genealogist.	  Within	  the	  
programme	  Acorah	  plays	  out	  a	  more	  feminised	  masculinity,	  which	  oscillates	  between	  his	  emotional	  
connection	  with	  spirit,	  signifying	  a	  more	  female	  submission,	  alongside	  outbursts	  of	  traditional	  
masculinity	  through	  messages	  from	  spirit,	  which	  are	  communicated	  through	  him	  as	  an	  audible	  
message.	  An	  example	  of	  one	  of	  these	  hyper-­‐masculine	  spirit	  messages	  comes	  when	  communicating	  
with	  a	  World	  War	  1	  soldier;	  Acorah	  takes	  on	  a	  stern	  look	  and	  shouts,	  'I	  will	  kill	  before	  I'm	  killed'	  
(LIVINGtv,	  2003a).	  	  
	   These	  outbursts	  are	  juxtaposed	  by	  statements	  from	  Acorah	  like	  'forgive	  me	  for	  smiling,	  it's	  
just	  my	  energy'	  and	  bodily	  movements	  where	  he	  is	  pushed	  and	  moved	  into	  various	  positions	  by	  
spirit,	  who	  want	  to	  convey	  a	  message,	  for	  example,	  the	  spirit	  might	  want	  to	  make	  him	  stand	  to	  
attention	  or	  have	  him	  acting	  out	  a	  task,	  job	  or	  routine,	  so	  as	  to	  communicate	  who	  he	  is	  channelling.	  
His	  overall	  demeanour	  during	  the	  show	  is	  one	  of	  excitement,	  and	  occasional	  hysteria	  when	  
connecting	  with	  spirit,	  confirming	  notions	  that	  representations	  of	  the	  male	  in	  mass	  media	  have	  
shifted,	  and	  alongside	  the	  popularity	  of	  the	  male	  detective	  hero,	  the	  shift	  toward	  an	  expectation	  of	  a	  
softer	  more	  emotional	  male	  on	  television	  have	  combined	  to	  provided	  the	  perfect	  environment	  for	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the	  male	  Spiritualist	  medium	  to	  flourish.	  
	   Feasey	  picks	  up	  on	  this	  renegotiation	  of	  masculinity	  in	  the	  media	  regarding	  notions	  of	  the	  
new	  man.	  Feasey	  presents	  an	  understanding	  of	  male	  as	  a	  construction,	  fluid	  and	  subject	  to	  cultural	  
and	  historical	  forces	  (2008:	  2).	  Drawing	  on	  soap	  dramas	  and	  male	  character	  involvement	  in	  the	  story	  
lines	  Feasey	  cites	  the	  increased	  numbers	  of	  males	  in	  the	  soap	  genre	  arguing	  this	  is	  a	  way	  in	  which	  to	  
appeal	  to	  more	  male	  viewers.	  Also	  highlighted	  is	  the	  male	  character's	  ability	  to	  talk	  about	  their	  
feelings,	  allowing	  representations	  of	  a	  more	  emotional	  male	  character,	  although	  any	  showing	  of	  
feelings	  is	  usually	  only	  performed	  to	  other	  male	  characters	  and	  is	  performed	  with	  awkward	  unease	  
(2008:	  13).	  Yet	  it	  is	  significant	  when	  tracing	  a	  shift	  in	  the	  media's	  portrayal	  of	  masculinities	  that	  this	  
is	  occurring	  at	  all,	  and	  Feasey	  suggests	  that	  this	  new	  emotional	  man	  illustrates	  a	  breaking	  down	  of	  
traditional	  male	  stereotypes	  regarding	  communication	  of	  emotions.	  Feasey	  argues	  that,	  
masculinities,	  like	  femininities,	  are	  culturally	  learned	  processes	  and	  what	  is	  being	  presented	  on	  
television	  is	  a	  breaking	  down	  of	  traditional	  gender	  constructions	  and	  hegemonic	  order	  that	  now	  sees	  
males	  as	  more	  able	  and	  likely	  to	  publicly	  show	  emotion.	  This	  re-­‐presentation	  of	  the	  male	  as	  an	  
emotionally	  expressive	  figure,	  able	  to	  outwardly	  display	  sensitivity	  demonstrates	  a	  movement	  away	  
from	  the	  historically	  tight	  patriarchal	  framework	  of	  male	  gender	  form,	  and	  it	  is	  this	  new	  male	  
representation	  that	  is	  key	  to	  framing	  the	  reasons	  behind	  the	  male	  Spiritualist	  medium	  in	  the	  media	  
becoming	  culturally	  accepted,	  and	  promoted.	  
	   This	  audience	  expectation	  of	  a	  new	  more	  emotional	  male,	  is	  drawn	  on	  by	  Shimpach	  who	  
cites	  Doctor	  Who	  as	  a	  specific	  television	  example,	  noting	  that	  new	  episodes	  of	  the	  programme	  differ	  
from	  earlier	  renditions	  of	  the	  Doctor's	  maleness,	  with	  new	  representations	  providing	  greater	  
emotional	  connections	  and	  a	  softening	  of	  his	  masculinities	  (2010:	  173).	  During	  an	  interview	  Doctor	  
Who's	  new	  Creative	  Director	  (at	  the	  time)	  Russell	  T	  Davies	  explained:	  
	  
The	  biggest	  difference	  you	  will	  see	  from	  the	  old	  Doctor	  Who	  is	  that	  this	  show	  has	  emotional	  
content.	  Viewers	  used	  to	  be	  happy	  with	  mere	  adventure.	  I	  mean,	  The	  Prisoner	  was	  a	  brilliant	  
show,	  but	  it	  never	  broke	  your	  heart,	  did	  it?	  Awe,	  wonder,	  darkness,	  danger	  -­‐	  in	  our	  version,	  
these	  things	  will	  be	  really	  felt	  (Cooke,	  06/03/05).	  
	  
This	  softer	  more	  feminised	  male	  is	  also	  embodied	  by	  television	  medium	  Colin	  Fry,	  his	  programme	  
Colin	  Fry's	  6ixth	  Sense	  is	  based	  on	  a	  more	  traditional	  sense	  of	  a	  gender-­‐flexible	  demonstration	  of	  
mediumship.	  Located	  in	  a	  studio,	  the	  audience	  are	  positioned	  much	  in	  the	  same	  way	  as	  a	  Spiritualist	  
church	  congregation,	  awaiting	  messages	  from	  spirit.	  Once	  again,	  the	  audience	  is	  presented	  with	  a	  
masculinity	  that	  is	  very	  much	  at	  ease	  with	  emotional	  connections	  and	  expressing	  these	  publicly.	  Fry's	  
mediumship,	  like	  Acorah's,	  is	  emotionally	  charged;	  often	  Fry	  will	  be	  close	  to	  tears	  as	  he	  describes	  a	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connection	  with	  spirit.	  One	  particular	  instance	  of	  this	  occurs	  during	  a	  reading	  to	  a	  couple	  in	  the	  
audience:	  ‘tell	  them,	  I'm	  [the	  spirit]	  flying	  high	  and	  I'm	  flying	  free…OK	  (Fry's	  voice	  breaks	  with	  
emotion)	  You	  believed	  in	  all	  this	  and	  I	  didn't,	  I	  was	  wrong	  and	  you	  were	  right’	  (LIVINGtv,	  n.d.).	  	  
	   Turnball	  theorises	  the	  notion	  of	  'emotional	  androgyny'	  where	  the	  male	  gender	  embraces	  
both:	  'feminine	  sensitivity	  and	  tenderness	  with	  masculine	  aggression	  and	  violence'	  (2008:	  5).	  This	  
framing	  of	  the	  contemporary	  male	  being	  a	  mix	  of	  emotional	  and	  aggressive	  traits	  is	  exemplified	  
through	  Acorah's	  role	  in	  LIVINGtv’s	  Most	  Haunted	  (2002-­‐2010).	  The	  programme	  itself	  places	  the	  
male	  Spiritualist	  medium	  once	  again	  in	  the	  role	  of	  the	  detective	  hero.	  He	  is	  placed	  into	  a	  suitable	  
environment,	  usually	  a	  dark,	  dangerous	  situation,	  occasionally	  a	  derelict	  building,	  haunted	  by	  
malevolent	  spirits.	  Here	  it	  is	  up	  to	  Acorah	  to	  preserve	  the	  safety	  of	  the	  team	  by	  both	  communicating	  
with	  spirit	  and	  keeping	  the	  team	  a	  safe	  distance	  away	  from	  negative	  energies,	  but	  also	  making	  sure	  
that	  if	  a	  negative	  energy	  is	  encountered	  only	  he	  is	  entered	  by	  spirit,	  thus	  protecting	  the	  rest	  of	  the	  
group.	  	  
	   An	  example	  of	  Acorah's	  protection	  of	  the	  group	  is	  illustrated	  during	  the	  team	  vigil	  at	  The	  
House	  of	  Detention	  in	  London,	  where:	  'throughout	  the	  night	  Derek	  was	  most	  concerned	  with	  the	  
safety	  of	  the	  girls'	  (Fielding	  et	  al.,	  2005:	  195).	  While	  Acorah	  is	  a	  protective	  male	  he	  still	  conveys	  a	  
sense	  of	  vulnerability	  and	  submission	  to	  spirit.	  This	  emotional	  side	  is	  occasionally	  overthrown	  by	  
attacks	  of	  masculine	  aggression,	  where	  a	  spirit	  has	  entered	  the	  medium	  and	  is	  controlling	  Acorah.	  A	  
specific	  example	  of	  this	  occurred	  during	  a	  Most	  Haunted	  Live	  in	  2004	  when	  during	  an	  episode	  of	  
trance	  mediumship	  Acorah	  channels	  a	  spirit	  by	  the	  name	  of	  Francis.	  	  When	  colleague	  and	  presenter	  
Yvette	  Fielding	  asks	  repeatedly	  for	  a	  second	  name,	  there	  follows	  a	  heated	  exchange,	  
	  
	   Acorah:	  	   Take	  thy	  hand	  off	  me	  wench	  
	   Fielding:	  	   you	  don't	  scare	  me	  now	  come	  on,	  what's	  your	  surname	  
	   Acorah:	  	   I'll	  scuttle	  your	  legs	  
	   Fielding:	   Oh	  will	  you	  now,	  don't	  you	  like	  women?	  
	   Acorah:	  	   See	  your	  breasts	  
	  
This	  illustrates	  the	  complex	  nature	  of	  the	  male	  medium	  on	  television,	  paradoxically	  one	  that	  both	  
adopts	  the	  'new	  male'	  principles	  of	  a	  heightened	  femininity,	  through	  the	  submission	  and	  emotional	  
sensitivity	  to	  spirit,	  while	  presenting	  elements	  of	  traditional	  masculinity	  as	  is	  illustrated	  through	  the	  
exchange	  above	  between	  Acorah	  and	  Fielding.	  
	   Medium	  Chris	  Fleming	  also	  informs	  the	  gender	  characteristics	  of	  the	  male	  Spiritualist	  
medium	  on	  television.	  Fleming	  as	  Spiritualist	  medium	  is	  part	  of	  the	  duo	  who	  present	  Dead	  Famous	  
(LIVINGtv	  2004-­‐2006)	  along	  with	  the	  female	  co-­‐presenter,	  Gail	  Porter.	  The	  programme	  aims	  to	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contact	  some	  of	  America's	  most	  notable	  dead	  celebrities	  such	  as	  Frank	  Sinatra,	  Marilyn	  Monroe,	  
James	  Dean	  and	  Jim	  Morrison.	  Dead	  Famous'	  projection	  of	  the	  male	  media	  Spiritualist	  medium	  is	  
similar	  to	  The	  Psychic	  Detective	  in	  that	  both	  programmes	  present	  a	  similar	  characterisation	  of	  the	  
medium	  as	  a	  detective	  hero.	  In	  Dead	  Famous	  Fleming	  who	  is	  physically	  very	  'male,'	  sporting	  a	  
muscular	  build	  is	  situated	  against	  the	  backdrop	  of	  glamorous	  West	  Coast	  America.	  	  
	   The	  show	  itself	  is	  however	  more	  concerned	  with	  exploring	  the	  darker	  more	  sinister	  side	  of	  
these	  famous	  disembodied	  personalities,	  which	  is	  played	  out	  through	  Fleming	  and	  Porter’s	  
exploration	  of	  the	  places	  that	  these	  celebrities	  frequented.	  The	  urban,	  often	  derelict,	  settings	  
Fleming	  and	  Porter	  occupy	  while	  communicating	  with	  spirit	  are	  exemplified	  though	  their	  search	  for	  
the	  spirit	  of	  Lucille	  Ball	  (LIVINGtv,	  2004b).	  They	  occupy	  the	  deserted	  first-­‐class	  swimming	  pool	  on	  the	  
luxury	  liner	  the	  Queen	  Mary,	  Long	  Beach	  California;	  the	  empty	  unused	  pool	  is	  deep	  in	  the	  bowels	  of	  
the	  vessel	  and	  is	  purportedly	  the	  most	  haunted	  area	  on	  the	  ship.	  During	  their	  initial	  tour	  of	  the	  area	  
they	  are	  offered	  the	  chance	  by	  the	  staff	  of	  the	  Queen	  Mary	  to	  see	  the	  'vortex,'	  an	  area	  described	  by	  
experts	  on	  the	  ship	  as	  a	  doorway	  between	  our	  world	  and	  the	  spirit	  world.	  Fleming	  turns	  down	  the	  
opportunity	  for	  reasons	  unknown	  (although	  there	  is	  a	  subtext	  making	  the	  audience	  believe	  he	  is	  
troubled	  by	  the	  levels	  of	  spirit	  activity	  in	  the	  area),	  while	  Porter	  attends.	  Porter	  describes	  the	  
experience:	  'I	  just	  don't	  feel	  well,	  it	  feels	  weird,	  it	  feels	  cold'.	  Moments	  after	  this	  Porter	  is	  viewed	  on	  
camera	  as	  visibly	  upset,	  while	  Fleming	  comforts	  her,	  Porter	  continues:	  'I	  was	  confused,	  was	  I	  
becoming	  more	  sensitive,	  or	  was	  this	  all	  in	  my	  imagination'.	  On	  the	  same	  incident	  Fleming	  recounts	  
his	  experience,	  'when	  I	  was	  in	  the	  boiler	  room,	  I	  started	  getting	  emotional,	  I	  started	  picking	  up	  
something,	  by	  the	  pool,	  I	  noticed	  you	  [Porter]	  started	  crying...I'm	  wondering	  if	  you're	  getting	  more	  
sensitive	  to	  this	  stuff	  now'.	  	  
	   During	  a	  large	  number	  of	  the	  vigils	  while	  Fleming	  and	  Porter	  search	  for	  spirits	  to	  
communicate	  with	  them,	  Fleming	  is	  seen	  as	  leading,	  often	  calling	  out,	  challenging	  them	  to	  make	  
noises,	  and	  materialise.	  In	  some	  cases	  Fleming	  chases	  apparent	  apparitions,	  much	  like	  a	  police	  
detective	  on	  the	  trail	  of	  a	  suspect,	  illustrating	  a	  level	  of	  on	  screen	  extravagant	  showmanship.	  In	  this	  
respect	  the	  programme	  itself	  presents	  some	  gender	  paradoxes.	  While	  Fleming	  is	  the	  male	  hero	  
character,	  he	  is	  notably	  the	  more	  emotional	  of	  the	  two,	  yet	  there	  are	  moments	  of	  reversal	  where	  
Porter	  becomes	  highly	  emotional	  and	  Fleming	  acts	  as	  the	  stronger	  reassuring	  male.	  An	  example	  of	  
this	  is	  seen	  in	  an	  episode	  where	  when	  visiting	  the	  room	  of	  a	  woman	  named	  Kate	  Morgan,	  who	  died	  
in	  1899	  from	  a	  suspected	  suicide.	  Porter	  becomes	  overwhelmingly	  emotional	  and	  cries.	  The	  
following	  exchange	  takes	  place,	  (while	  others	  were	  in	  the	  room,	  this	  is	  the	  discussion	  between	  
Fleming	  and	  Porter):	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Porter	  VO:	  	   	   I	  was	  sceptical	  as	  Chris	  began	  to	  call	  out	  for	  Kate...	  
Fleming:	  	   	   I'm	  starting	  to	  feel	  like	  chills	  on	  the	  back	  of	  my	  neck...I	  feel	  there's	  
like	  something	  moving	  behind	  me.	  
Room	  phone	  rings	  	   (Porter	  picks	  up	  the	  phone	  but	  there	  is	  no	  one	  is	  there).	  
Porter:	   	   	   I'm	  really	  scared	  (she	  begins	  to	  cry)	  
Fleming:	  	   	   Hang	  on,	  it's	  OK,	  they	  [sprits]	  can	  do	  more...	  
Porter:	  	  	   	   I'm	  feeling	  really	  weird;	  I'm	  feeling	  really	  weird	  
Fleming:	   	   It's	  OK;	  don't	  worry...	  come	  on	  sit	  by	  me	  
	  
At	  this	  point	  Fleming	  is	  seen	  to	  comfort	  and	  protect	  Porter	  who	  is	  visibly	  disturbed,	  asking	  the	  spirit	  
Kate	  Morgan	  to	  enter	  him	  instead	  of	  taking	  control	  of	  Porter.	  In	  doing	  this	  Fleming	  is	  both	  resolving	  
his	  masculinity	  supporting	  and	  protecting	  Porter,	  while	  simultaneously	  becoming	  submissive	  to	  the	  
female	  spirit.	  	  	  
	   This	  reaffirms	  the	  framing	  of	  the	  male	  Spiritualist	  medium	  in	  these	  programmes	  as	  the	  
detective-­‐hero,	  albeit	  one	  more	  in	  line	  with	  Gates'	  1990s	  version	  who	  is	  less	  about	  brawn	  and	  more	  
about	  brains	  and	  is	  in	  touch	  with	  their	  emotional	  side	  (2006:	  158),	  while	  at	  the	  same	  time	  allowing	  a	  
spectacle	  of	  female	  emotions	  to	  be	  displayed	  within	  the	  frame	  of	  a	  textualised	  protective	  
masculinity,	  that	  makes	  the	  male	  medium	  so	  important	  to	  the	  creation	  of	  the	  spectacularisation	  of	  
Spiritualism	  on	  television.	  Feasey	  takes	  a	  slightly	  different	  position,	  noting	  that	  the	  gender	  dynamics	  
of	  the	  police	  drama	  show	  are	  still	  predominantly	  male,	  citing	  that	  most	  police	  are	  'white,	  male	  and	  
heterosexual'	  (2008:	  83).	  Having	  reviewed	  the	  gender	  performance	  of	  the	  male	  Spiritualist	  medium	  
and	  their	  portrayal	  in	  the	  mass	  media,	  (aligning	  them	  with	  a	  detective	  hero)	  Feasey's	  statement	  does	  
not	  work	  in	  this	  respect;	  particularly	  as	  several	  male	  media	  mediums,	  including	  Fry	  and	  Stockwell	  are	  
in	  fact	  homosexual,	  with	  Stockwell	  observing:	  
	  
A	  lot	  of	  gay	  men	  and	  gay	  women	  are	  mediums	  or	  have	  the	  ability.	  I	  think	  in	  many	  cases	  we	  are	  
just	  more	  sensitive	  to	  things.	  I	  am	  not	  saying	  there	  are	  no	  straight	  mediums	  (laughs)	  there	  are	  
some	  brilliant	  ones.	  Nevertheless,	  I	  do	  think	  that	  more	  gay	  men	  also	  try	  to	  see	  if	  they	  have	  
that	  ability	  (Gordon,	  07/09/09)	  
	  	  
This	  feminised	  masculinity	  at	  the	  forefront	  of	  media	  mediums	  opens	  up	  further	  discourses	  around	  
the	  performance	  of	  masculinity	  itself,	  and	  poses	  questions	  of	  how	  the	  audience	  frames	  this	  





The	  Prioritisation	  of	  Masculinities	  on	  Television	  
This	  chapter	  has	  uncovered	  the	  significance	  of	  the	  male	  role	  in	  the	  transformation	  of	  Spiritualism	  to	  
a	  spectacle	  of	  on-­‐screen	  filmic	  traditions	  of	  male	  performance;	  in	  this	  paradigm	  the	  female	  medium	  
becomes	  usurped,	  and	  in	  a	  strange	  turn	  of	  events	  assumes	  the	  role	  of	  the	  opposing	  rational	  and	  
scientific	  voice	  to	  that	  of	  the	  medium.	  When	  articulating	  the	  relationship	  between	  the	  male	  on-­‐
screen	  and	  spectacle,	  notions	  of	  male	  authority	  and	  elements	  of	  showmanship	  in	  the	  media	  should	  
be	  examined.	  The	  term	  ‘male	  authority’	  may	  be	  considered	  outdated,	  misogynistic,	  and	  a	  slightly	  
out-­‐of-­‐date	  concept,	  particularly	  considering	  that	  in	  contemporary	  Britain,	  like	  America,	  cultural	  
representations	  have	  supported	  the	  empowerment	  of	  women	  across	  a	  diverse	  section	  of	  the	  media,	  
television,	  films,	  radio	  and	  magazines.	  This	  empowerment	  is	  documented	  by	  countless	  critics	  such	  as	  
Carter	  et	  al.,	  1998;	  Brown,	  1987;	  Raney	  and	  Bryant,	  2006;	  and	  Bradley,	  2004,	  who	  discuss	  the	  rise	  of	  
the	  feminine	  'voice'	  in	  media	  incorporating	  commentators	  on	  health,	  sport,	  music	  and	  news.	  	  
	   So	  what	  is	  the	  male	  authority	  in	  the	  media,	  how	  has	  it	  been	  theorised	  and	  what	  is	  the	  nature	  
of	  the	  relationship	  to	  the	  male	  Spiritualist	  medium?	  Despite	  the	  emergence	  of	  males	  more	  in	  touch	  
with	  their	  emotional	  side	  on	  television	  (Feasey,	  2008)	  contemporary	  articulations	  of	  male	  authority	  
in	  the	  media	  are	  largely	  framed	  by	  more	  traditional	  roles.	  These	  largely	  focus	  on	  portrayals	  of	  men	  
that	  merely	  replicate	  previous	  cultural	  positions	  of	  the	  male	  as	  strong,	  patriarchal	  and	  at	  the	  head	  of	  
the	  family.	  This	  characterisation	  of	  male	  can	  be	  played	  out	  through	  the	  male	  character’s	  position	  in	  
society,	  representation	  of	  job,	  such	  as	  a	  successful	  business	  'man'	  or	  as	  the	  male	  action	  hero	  where	  
the	  brawn	  over	  brain	  is	  the	  defining	  factor	  of	  maleness.	  What	  is	  occurring	  ostensibly	  is	  a	  rise	  of	  a	  
new	  male	  authority	  in	  the	  media,	  one	  that	  is	  constructed	  using	  both	  traditional	  and	  contemporary	  
understandings	  of	  maleness.	  To	  place	  this	  research	  in	  context,	  we	  must	  first	  explore	  the	  authority	  of	  
the	  mass	  media	  male	  in	  a	  more	  traditional	  sense.	  
	   Lull	  informs	  us	  that	  the	  structure	  of	  the	  media	  is	  a	  patriarchal	  authority	  (2013:	  94),	  detailing	  
that	  it	  is	  historically	  a	  very	  male	  environment	  to	  argue	  that	  radio,	  television	  and	  other	  forms	  of	  
electronic	  media	  are	  an	  extension	  of	  male	  culture,	  with	  concept	  and	  ownership	  historically	  being	  a	  
male	  domain.	  Walters	  too	  argues	  that	  television	  and	  its	  content	  is	  a	  male	  dominated	  arena	  where:	  
‘male	  prime-­‐time	  characters	  outnumber	  females	  by	  3	  to	  1...women	  are	  portrayed	  as	  weak,	  passive	  
satellites	  to	  powerful,	  effective	  men’	  (2009:	  138).	  This	  goes	  some	  way	  to	  explaining	  how	  the	  use	  of	  
the	  male	  as	  an	  authoritative	  figure	  is	  very	  much	  part	  of	  the	  DNA	  of	  media.	  	  
	   Campbell	  concurs	  with	  this	  argument,	  specifically	  relating	  to	  male	  cultural	  representations,	  
stating	  that:	  ‘the	  male	  usually	  has	  the	  more	  conspicuous	  role,	  just	  because	  of	  the	  conditions	  of	  life.	  
He	  is	  out	  there	  in	  the	  world,	  and	  the	  woman	  is	  in	  the	  home’	  (1991:	  153).	  This	  is	  backed	  up	  by	  
research	  carried	  out	  by	  Glascock	  into	  gender	  roles	  on	  prime-­‐time	  television,	  which	  found	  that	  of	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1269	  main	  characters	  in	  programmes,	  803	  were	  male	  and	  466	  were	  female	  (63%	  vs.	  37%)	  (2001:	  
662).	  In	  specific	  relation	  to	  notion	  of	  spiritual	  within	  the	  media,	  Beeler	  (2008)	  does	  not	  accept	  the	  
notion	  that	  males	  dominate	  the	  spiritual	  genre.	  Beeler	  draws	  on	  female	  visionaries	  and	  argues	  the	  
case	  for	  'girl	  power,'	  exemplified	  in	  the	  late	  1990s	  through	  programmes	  such	  as	  Xena:	  Warrior	  
Princess	  and	  Buffy	  the	  Vampire	  Slayer,	  which	  subverted	  stereotypes	  of	  women	  (2008:	  15),	  although	  
Beeler	  also	  notes	  the	  Medium	  Oda	  Mae	  in	  the	  film	  Ghost	  (1990)	  provides	  a	  more	  traditional	  notion	  
of	  a	  medium.	  What	  is	  notable	  in	  Beeler's	  work	  is	  that	  the	  female	  seers	  and	  psychics	  she	  draws	  on	  are	  
fictionalised	  characters	  confined	  to	  fictive	  television	  and	  cinematic	  performances	  and	  (outside	  of	  
Ghost)	  not	  involved	  in	  the	  Spiritualist	  belief	  system	  of	  communion	  with	  spirits.	  	  
	   When	  considering	  this	  question	  of	  male	  authority	  and	  its	  relationship	  to	  the	  rise	  of	  the	  male	  
Spiritualist	  medium	  in	  the	  British	  media,	  analysis	  of	  the	  televisual	  form	  and	  its	  audience	  is	  an	  
important	  factor.	  Balio	  theorises	  on	  television	  as	  a	  medium	  that	  operates	  as	  an	  extension	  of	  
capitalisation,	  one	  that	  seeks	  only	  to	  sell	  commodities,	  with	  largely	  a	  female	  market	  in	  mind:	  	  
	  
the	  audience	  most	  attractive	  to	  most	  television	  advertisers	  are	  women	  between	  the	  ages	  of	  
18	  and	  54,	  since	  they	  make	  the	  balance	  of	  consumer	  decisions,	  purchasing	  goods	  not	  only	  for	  
themselves,	  but	  all	  members	  of	  the	  household	  (2013:	  369).	  
	  
	   Lull	  also	  views	  a	  level	  of	  integration	  between	  commerce	  and	  the	  media,	  offering	  statistical	  
evidence	  regarding	  the	  use	  of	  male	  voices	  in	  the	  media:	  
	  
to	  cite	  but	  one	  telling	  example,	  more	  than	  90	  percent	  of	  television	  "voice	  overs"...are	  done	  by	  
men,	  asserting	  masculine	  authority	  in	  a	  way	  that	  is	  unlikely	  to	  be	  consciously	  perceived	  or	  
criticized	  by	  viewers	  (2013:	  94).	  	  
	  
This	  is	  suggestive	  that	  the	  male	  'voice'	  is	  connected	  to	  notions	  of	  trust	  and	  believability,	  and	  may	  
well	  tie	  in	  to	  the	  traditions	  of	  a	  television	  patriarchy	  as	  discussed	  earlier	  in	  this	  subsection.	  What	  
Balio	  (2013)	  and	  Lull	  (2013)	  strongly	  hint	  at	  is	  a	  dynamic	  where	  the	  female	  audience	  of	  a	  television	  
programme	  are	  the	  consumer	  while	  the	  male	  is	  involved	  in	  the	  commodification	  act	  of	  selling	  ideas	  
and	  products	  to	  them.	  In	  this	  context	  the	  male	  media	  Spiritualist	  medium,	  while	  primarily	  providing	  
spiritualist	  mediumship,	  can	  not	  escape	  an	  external	  discourse	  that	  he,	  through	  the	  theories	  of	  
masculinities	  on	  commercial	  television,	  becomes	  a	  salesperson	  for	  not	  only	  the	  programme,	  the	  
style	  of	  Spiritualism,	  but	  also	  the	  ensuing	  DVDs,	  books	  (please	  see	  Fig.	  4.4)	  and	  spin	  off	  programmes	  




Fig.	  4.4	  A	  collection	  of	  front	  covers	  from	  various	  celebrity	  male	  media	  medium’s	  publications46	  
	  
	  
The	  Augmentation	  of	  Male	  Mediumship	  on	  Commercial	  Television	  
Drawing	  on	  this	  dominance	  of	  the	  male	  central	  character	  as	  a	  voice	  of	  authority	  for	  a	  largely	  
commercial	  media,	  Emmons	  et	  al.	  inform	  the	  debate	  around	  the	  portrayal	  of	  contemporary	  
Spiritualism	  in	  the	  media,	  proposing	  that	  male	  mediums:	  ‘were	  more	  likely	  either	  to	  be	  famous	  or	  to	  
get	  into	  print	  or	  both	  due	  to	  a	  general	  sexism	  in	  the	  culture’	  (2003:	  235).	  This	  is	  reaffirmed	  through	  a	  
defining	  moment	  in	  the	  discourse	  of	  the	  contemporary	  male	  media	  Spiritualist	  medium,	  as	  he	  was	  to	  
take	  to	  the	  television	  stage	  on	  commercial	  television	  channel	  Granada	  Breeze.	  The	  channel	  started	  
life	  in	  1996	  as	  Granada	  Good	  Life	  and	  was	  aimed	  at	  the	  female	  audience	  with	  a	  mix	  of	  programmes	  
on	  lifestyle,	  cookery	  and	  health.	  This	  reinforces	  notions	  of	  a	  male	  created	  media	  reinforcing	  female	  
stereotypes	  of	  domesticity	  through	  its	  programming.	  What	  is	  significant	  about	  Granada	  Breeze	  in	  
relation	  to	  this	  research	  is	  its	  Psychic	  Livetime	  show,	  which	  positioned	  itself	  as	  a	  show	  that	  informed	  
viewers	  about	  areas	  of	  the	  magical	  and	  mystical.	  While	  the	  channel	  itself	  boasted	  many	  female	  
presenters,	  including	  Becky	  Want	  and	  Patricia	  Sarah	  Mitchell,	  the	  horoscope	  readings	  were	  
performed	  by	  a	  male	  voice	  over,	  so	  too	  were	  the	  programmes	  psychic	  'experts:'	  Spiritualist	  medium	  
Derek	  Acorah,	  'aura'	  reader	  Phillip	  Soloman,	  Dream	  Analyst	  Tony	  Schaeffer	  and	  Palmist	  Stephen	  
Howe.	  	  
	   Here	  we	  have	  a	  television	  programme	  designed	  for	  a	  female	  audience	  about	  areas	  of	  the	  
spiritual	  and	  mystical,	  elements	  considered	  more	  in-­‐tune	  with	  femininity,	  being	  represented	  largely	  
by	  male	  experts	  (although,	  it	  should	  be	  noted	  that	  a	  female	  astrologist,	  Maria	  Killoran	  also	  formed	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
46	  There	  have	  been	  the	  notable	  female	  mediums	  in	  the	  media.	  During	  the	  1970s	  and	  80s	  Doris	  Stokes	  
made	  television	  appearances	  as	  a	  guest.	  Another	  notable	  female	  medium	  that	  has	  made	  significant	  
media	  appearances	  is	  Sally	  Morgan,	  appearing	  in	  Sally	  Morgan:	  Star	  Psychic	  (ITV,	  2007)	  and	  Psychic	  
Sally	  on	  the	  Road	  (SKY	  Living,	  2011)	  she	  is	  arguably	  the	  only	  female	  to	  have	  attained	  a	  regular	  media	  
presence	  in	  an	  area	  saturated	  by	  the	  male	  medium.	  
 140	  
part	  of	  the	  team).	  This	  representation	  forms	  a	  very	  significant	  departure	  from	  the	  culturally	  
embedded	  female	  role	  of	  Spiritualist	  medium.	  In	  this	  context	  Psychic	  Livetime	  initialised	  the	  
adoption	  by	  the	  media	  (and	  arguably	  culture)	  of	  the	  male	  psychic	  figure	  as	  an	  expert	  for	  the	  female	  
audience.	  Acorah	  offers	  an	  example	  of	  this	  ‘male	  voice	  of	  authority’	  on	  the	  programme	  Psychic	  
Livetime	  where	  the	  medium,	  with	  his	  extravagant	  showmanship	  would	  often	  take	  calls	  from	  
concerned	  members	  of	  the	  audience	  (largely	  females).	  Some	  of	  the	  questions	  included	  ‘I	  had	  a	  cat	  
who	  died	  a	  couple	  of	  weeks	  ago	  now,	  and	  I	  wanted	  to	  know,	  is	  he	  with	  my	  Dad	  or	  with	  me,	  or	  
[pause]	  where	  is	  he	  really?’	  (Julie	  from	  Durham)	  And	  ‘I	  want	  to	  know	  whether	  I'm	  moving?’	  (Carol	  
from	  London)	  (Granada	  TV,	  2000).	  
	   The	  male	  authority	  here	  can	  be	  framed	  in	  line	  with	  a	  form	  of	  contemporary	  media	  hero:	  the	  
male	  television	  doctor	  hero.	  Feasey	  theorises	  about	  the	  on-­‐screen	  doctor	  as	  a	  figure	  of	  masculinity,	  
trust,	  and	  professionalism,	  and	  above	  reproach	  when	  performing	  the	  job	  (2008:	  69).	  Feasey's	  
doctor-­‐hero	  seems	  to	  portray	  a	  more	  traditional	  sense	  of	  masculinity,	  citing	  Hallam	  who	  describes	  
the	  doctor	  hero	  as:	  ‘a	  handsome	  paragon	  of	  masculine	  virtue’	  (2012:	  32).	  What	  is	  occurring	  with	  the	  
presentation	  of	  the	  male	  Spiritualist	  medium	  is	  a	  slight	  reworking	  of	  this	  'doctor-­‐hero,’	  where	  the	  
medium	  embodies	  the	  contemporary	  television	  male	  doctor-­‐on-­‐the-­‐sofa	  style	  character,	  initialised	  
by	  television	  shows	  such	  as	  TVAM	  who	  presented	  Dr	  Hillary	  Jones,	  and	  This	  Morning	  with	  expert	  Dr	  
Chris	  Steele.	  In	  this	  theoretical	  framework	  Acorah	  is	  merely	  a	  Spiritualist	  version	  of	  this	  position,	  
where	  it	  is	  male	  expert's	  job	  to	  take	  calls	  and	  offer	  advice.	  In	  this	  case	  the	  hero	  is	  not	  expected	  to	  
become	  the	  paragon	  of	  masculinity	  but	  is	  still	  portrayed	  as	  hero	  through	  knowledge,	  ability	  to	  
commune	  with	  spirit	  and	  the	  dissemination	  of	  advice	  to	  the	  audience.	  
	   Alongside	  this	  first	  person	  embodiment	  of	  male	  authority,	  there	  is	  also	  another	  dynamic,	  
that	  of	  the	  male	  spirit	  guide	  and	  in	  a	  number	  of	  cases	  the	  channelled	  male	  spirits	  themselves.	  It	  
should	  be	  first	  be	  noted	  that	  not	  every	  medium	  works	  with	  a	  spirit	  guide,	  Tony	  Stockwell	  blends	  
mediumistically	  with	  discarnate	  spirits	  (Spirits	  Voice	  TV,	  2012),	  however	  of	  those	  that	  do,	  the	  guides	  
are	  often	  perceived	  by	  a	  medium	  as	  a	  perfectly	  normal	  soul	  who	  keeps	  an	  eye	  on	  them	  in	  lives47	  and	  
relays	  communication	  from	  the	  spirit	  world	  to	  the	  medium.	  Emmons	  et	  al.	  acknowledge	  the	  
significance	  of	  the	  male	  spirit	  guide:	  ‘both	  genders	  are	  more	  likely	  to	  have	  a	  male	  spirit	  guide.	  This	  is	  
true	  of	  all	  three	  of	  our	  time	  periods	  (19th	  Century,	  earlier	  20th	  and	  contemporary)’	  (2003:	  235).	  The	  
statistics	  for	  the	  contemporary	  male	  spirit	  guide	  is,	  for	  male	  mediums,	  60%	  of	  sample	  (3	  of	  5)	  and	  for	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
47	  Some	  mediums	  believe	  that	  they	  are	  returning	  spirits	  and	  have	  lived	  a	  previous	  life	  in	  the	  physical	  





female	  mediums	  83%	  communicated	  through	  a	  male	  guide	  (29	  of	  35)	  (2003:	  235).	  	  
	   Drawing	  on	  television	  mediums	  and	  their	  guides,	  Fry	  's	  male	  guide	  is	  named	  Daniel	  while	  
Acorah's	  spirit	  guide,	  another	  male,	  is	  Sam,	  who	  through	  television	  appearances	  became	  almost	  as	  
famous	  as	  Acorah	  himself.	  Acorah	  comments	  that:	  ‘Sam	  and	  I	  first	  met	  [in	  a	  past	  life]	  in	  Ethiopia	  
more	  than	  2000	  years	  ago’	  (Fielding	  et	  al.,	  2005:	  xii).	  It	  was	  through	  Sam	  that	  Acorah	  would	  
commune	  (with	  his	  trademark	  showmanship)	  most	  of	  the	  spirit	  messages	  during	  his	  television	  
appearances,	  with	  other	  spirit	  communications	  being	  conveyed	  when	  the	  discarnate	  spirit	  
purportedly	  entered	  Acorah	  and	  spoke	  for	  itself.	  An	  example	  of	  the	  authority	  of	  the	  male	  spirit	  can	  
be	  seen	  most	  significantly	  through	  one	  encounter	  which	  Acorah	  himself	  says	  was	  one	  of	  his	  most	  
upsetting:	  the	  channelling	  of	  'evil'	  Godfrey	  Parks.	  The	  crew	  recall	  the	  encounter:	  
	  
his	  [Acorah's]	  voice,	  posture	  and	  manner	  changed	  abruptly	  and	  he	  stormed	  angrily	  around	  the	  
tower,	  strutting	  up	  to	  crew	  members	  in	  a	  threatening	  way.	  Yvette	  instinctively	  hid	  behind	  Phil.	  
‘This	  Belongs	  to	  me.	  No	  one	  else.	  Me!'	  He	  [Acorah]	  boomed.	  He	  charged	  up	  to	  Phil	  Whyman	  ('I	  
thought	  I	  was	  going	  to	  get	  hit,'	  Phil	  recalls),	  then	  stared	  down	  the	  camera	  yelling	  'And	  you!'	  in	  
an	  aggressive	  voice,	  quite	  different	  from	  his	  own	  (Fielding	  et	  al.,	  2005:	  51-­‐52).	  
	  
	   The	  authority	  of	  the	  male	  media	  Spiritualist	  medium	  or	  'expert'	  is	  occasionally	  
problematised	  and	  brought	  into	  question,	  as	  can	  be	  seen	  here,	  but	  it	  is	  designed	  more	  to	  present	  a	  
spectacle	  of	  the	  male	  medium	  in	  taking	  on	  a	  persona	  that	  will	  allow	  aggression	  to	  be	  channelled	  into	  
the	  creation	  of	  textualised	  forms	  of	  threat	  and	  fear.	  An	  example	  of	  such	  a	  problematisation	  of	  
gender	  relations	  is	  framed	  by	  the	  dynamic	  of	  the	  medium	  /	  presenter	  relationship	  within	  Dead	  
Famous.	  Explored	  earlier	  in	  this	  chapter	  highlighting	  an	  example	  of	  male	  mediumship	  in	  the	  media,	  
Fleming	  (the	  medium)	  is	  teamed	  up	  with	  presenter	  Porter	  who	  is	  keen	  to	  point	  out	  her	  sceptical	  
stance.	  An	  example	  of	  the	  relationship	  is	  exemplified	  through	  an	  excerpt	  from	  the	  Dead	  Famous	  -­‐	  
Andy	  Warhol	  episode.	  
	  
Porter:	   	   Since	  I've	  been	  here,	  I	  haven't	  felt	  anything,	  but	  who	  knows,	  I	  mean,	  	  
	   	   	   sometimes	  when	  you're	  least	  expecting	  it,	  things	  happen.	  
Fleming:	   	   The	  fact	  that	  Gail	  [Porter]	  is	  so	  sceptical,	  I've	  decided	  to	  bring	  in	  some	  	  
	   	   	   more	  ghost-­‐hunters.	  (LIVINGtv,	  2006)	  
	  
This	  presents	  Porter	  in	  the	  antagonistic	  position	  to	  Fleming,	  a	  complete	  reversal	  of	  the	  culturally	  
embedded	  role	  of	  emotional	  sensitive	  feminine	  perspective	  (although	  Porter,	  as	  explored	  earlier,	  
shows	  feminine	  signs	  of	  crying	  and	  sensitivity).	  Porter	  is	  presented	  as	  the	  mediator	  between	  rational	  
thought	  and	  any	  of	  the	  events	  captured	  on	  film	  and	  tape,	  and	  any	  alleged	  messages	  from	  spirit	  that	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are	  channelled	  through	  Fleming.	  This	  presentation	  of	  the	  female	  sceptic,	  male	  believer	  dynamic	  is	  
not	  a	  new	  characterisation	  on	  television.	  	  
	   Another	  female	  sceptic	  led	  television	  programme	  was	  Jane	  Goldman	  Investigates	  (LIVINGtv	  
2003-­‐04),	  which	  set	  out	  to	  investigate	  areas	  of	  the	  paranormal.	  While	  the	  dynamic	  was	  not	  always	  
male	  believer,	  female	  sceptic,	  it	  illustrates	  another	  example	  of	  female	  rationality	  over	  emotion.	  
During	  the	  1990s	  the	  cult	  television	  programme	  The	  X-­‐Files	  (1993	  -­‐	  2002),	  presented	  two	  
diametrically	  opposed	  characters;	  both	  were	  FBI	  Special	  Agents	  investigating	  unsolved	  cases	  
featuring	  paranormal	  phenomena.	  Mulder,	  the	  male	  agent	  is	  largely	  driven	  by	  a	  belief	  in	  anomalous	  
events,	  notions	  of	  the	  mystical,	  and	  forces	  outside	  of	  human	  knowledge.	  Scully,	  the	  female	  agent	  
represented	  a	  more	  sceptical	  approach,	  injecting	  a	  strongly	  rational	  and	  scientific	  approach	  into	  the	  
cases.	  The	  X-­‐Files	  is	  a	  complex	  text	  that	  seeks	  on	  the	  surface	  to	  invert	  the	  traditional	  positions	  of	  
rational	  male	  and	  emotional	  female	  and	  Kellner	  acknowledges	  this	  subversion	  of	  dominant	  gender	  
constructions	  (2003:	  146)	  while	  also	  noting	  that	  this	  dichotomy	  is	  not	  so	  rigid	  because	  in	  later	  
episodes	  there	  is	  an	  inversion	  where	  Scully	  starts	  to	  believe	  in	  "extreme	  possibilities"	  while	  Mulder	  
starts	  to	  question	  his	  belief	  in	  supernaturalism	  (2003:	  145).	  	  
	   This	  revision	  of	  gender	  roles	  in	  the	  X-­‐Files	  in	  the	  late	  1990s	  is	  centred	  around	  the	  male	  
believer,	  a	  character	  that	  is	  both	  hero	  within	  the	  spectacle	  in	  searching	  for	  the	  truth,	  but	  who	  also	  
provides	  a	  key	  perspective	  for	  the	  viewers,	  that	  of	  the	  potential	  for	  supernatural	  existence.	  Here	  the	  
male	  is	  a	  key	  media	  character	  used	  for	  framing	  both	  spectacle	  and	  supernatural	  investigation.	  The	  
generation	  of	  Spiritual	  spectacle	  that	  Mulder	  does	  within	  The	  X-­‐Files	  has	  arguably	  formed	  a	  model	  
for	  the	  spectacle	  of	  psychic	  investigation,	  where	  the	  male	  ‘seer’	  becomes	  the	  focus	  of	  the	  spiritual-­‐
spectacle	  narrative.	  The	  Mulder	  –	  Scully	  dynamic	  has	  rendered	  the	  framework	  for	  	  paranormal	  
media	  narratives	  so	  that	  the	  spectacle	  of	  male	  believer	  and	  female	  sceptic	  is	  now	  common,	  with	  
Spiritualist	  television	  programmes	  echoing	  this	  gender	  dynamic.	  
	   Dead	  Famous	  mirrors	  this	  male	  believer,	  female	  sceptic	  dynamic;	  the	  large	  majority	  of	  
programmes	  in	  the	  ghost	  hunting	  genre	  present	  male	  mediums	  alongside	  female	  team	  members	  
and	  presenters	  who	  form	  part	  of	  an	  analytical	  approach	  to	  the	  male	  medium's	  communication	  with	  
spirit.	  One	  of	  the	  ways	  in	  which	  there	  becomes	  a	  resolution	  to	  the	  female	  sceptic	  position	  is	  when	  
the	  narrative	  witnesses	  further	  paranormal	  events	  taking	  place	  and	  sceptics	  such	  as	  Porter	  and	  a	  
fictional	  character	  such	  as	  Scully,	  on	  whom	  Porter’s	  screen	  persona	  is	  arguably	  based,	  question	  their	  
rational	  stance,	  becoming	  more	  emotional	  and	  sensitive.	  Another	  resolution	  of	  this	  position	  is	  when	  
the	  male	  medium	  becomes	  more	  authoritative	  in	  their	  belief,	  whether	  taking	  on	  a	  more	  heroic	  
personification	  or	  through	  channelling	  a	  hyper-­‐masculine	  spirit,	  the	  female	  sceptic	  is	  forced	  to	  
engage	  with	  the	  reality	  of	  the	  medium’s	  communications	  such	  as	  the	  example	  earlier	  where	  Porter	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Male	  Spiritualist	  Mediums	  and	  the	  Phenomenology	  of	  the	  Media	  Spectacle	  
To	  understand	  the	  nature	  of	  the	  relationship	  between	  the	  male	  medium	  and	  the	  spectacle	  we	  must	  
first	  frame	  what	  a	  spectacle	  is,	  Willis	  presents	  the	  notion	  that	  the:	  ‘spectacular	  performances	  involve	  
a	  conscious	  element	  of	  extravagant	  showmanship,	  approaching	  the	  carnivalesque’	  (n.d.:	  3).	  This	  
description	  of	  the	  spectacle	  is	  refined	  in	  relation	  to	  the	  media	  spectacle	  by	  Kellner	  who	  argues	  that	  it	  
is	  one	  that	  is	  constructed	  through:	  ‘faster	  and	  glitzier	  editing,	  computer	  simulations,	  and,	  with	  cable	  
and	  satellite	  television,	  a	  diverse	  array	  of	  every	  conceivable	  type	  of	  show	  and	  genre’	  (2003:	  7).	  
	   Scholarly	  interests	  in	  and	  discourses	  around	  media	  spectacles	  and	  male	  participants	  in	  them	  
are	  often	  articulated	  as	  Ott	  (2009:	  169)	  observes,	  through	  an	  objectification	  of	  the	  male	  body,	  
produced	  specifically	  for	  the	  gaze	  of	  the	  largely	  female	  audience.	  Other	  suggestions	  focus	  on	  the	  
male	  as	  providing	  a	  spectacle	  for	  the	  audience	  that	  is	  framed	  around	  sport	  and	  masculine	  
competitiveness;	  Jhally	  likens	  the	  display	  of	  hyper-­‐masculine	  spectacle	  during	  sport	  to	  scenes	  of	  the	  
triumphant	  male	  in	  an	  ancient	  Rome	  arena	  (2006:	  199).	  Neale's	  (1983)	  essay	  on	  masculinity	  as	  
spectacle	  also	  details	  how	  the	  male	  media	  star	  becomes	  the	  object	  of	  display	  for	  the	  audience,	  often	  
through	  muscle,	  power	  and	  body	  representation.	  Umphlett	  links	  this	  male	  showmanship	  to	  the	  
overarching	  spectacle,	  citing	  both	  sport	  with	  the	  Olympic	  Games	  (2006:	  97)	  and	  music	  (2006:	  113)	  
that	  rely	  on	  the	  exaggerated	  male	  dramatisation.	  
	   This	  specific	  area	  of	  male	  media	  spectacle	  in	  the	  paranormal	  television	  programmes	  is	  of	  a	  
different	  working,	  one	  that	  rests	  on	  the	  spectacle	  being	  created	  through	  events	  that	  the	  male	  
Spiritualist	  medium	  initiates,	  occurrences	  that	  are	  not	  driven	  by	  fighting	  or	  male	  power	  but	  episodes	  
of	  drama	  that	  are	  instigated	  through	  their	  communication	  with	  the	  spirit	  world,	  they	  do	  however	  
continue	  to	  rely	  on	  elements	  of	  showmanship.	  Like	  the	  protagonist	  in	  any	  story,	  the	  male	  medium	  is	  
the	  one	  who	  is	  the	  creator	  and	  developer	  of	  the	  narrative	  within	  the	  contemporary	  media	  
paranormal	  programme.	  Pointing	  to	  Most	  Haunted,	  the	  show	  is	  a	  useful	  tool	  to	  unpack	  this	  
relationship	  between	  the	  male	  medium	  and	  the	  media	  spectacle	  further.	  In	  Most	  Haunted,	  Fielding	  
sums	  up	  the	  importance	  of	  medium	  Acorah	  as	  centre	  of	  spectacle,	  stating	  that	  when	  he	  enters	  a	  
location:	  ‘this	  is	  often	  when	  things	  start	  kicking	  off.	  The	  presence	  of	  a	  psychic	  medium	  acts	  like	  a	  
magnet	  for	  spirit	  who	  want	  to	  communicate’	  (2005:	  35).	  Here	  the	  male	  media	  medium	  becomes	  not	  
only	  the	  focus	  for	  the	  audience	  but	  also	  the	  rest	  of	  the	  accompanying	  team;	  whether	  Dead	  Famous,	  
Most	  Haunted,	  The	  Psychic	  Detective,	  or	  Derek	  Acorah's	  Ghost	  Towns,	  the	  team	  are	  positioned	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around	  the	  medium,	  making	  notes	  to	  verify	  what	  he	  is	  saying	  or	  are	  listening	  intently,	  reinforcing	  his	  
role	  at	  the	  centre	  of	  the	  narrative	  as	  spectacle-­‐maker.	  	  
	   One	  particular	  example	  of	  the	  creation	  of	  spectacle	  in	  Most	  Haunted	  is	  experienced	  during	  
their	  investigation	  at	  RAF	  East	  Kirkby	  (LIVINGtv,	  2003b):	  Acorah	  communicates	  with	  a	  deceased	  
World	  War	  Two	  airman	  who	  had	  cancelled	  his	  leave	  to	  fly	  a	  sortie,	  only	  to	  be	  killed-­‐in-­‐action.	  Acorah	  
senses	  that	  this	  pilot's	  wallet	  held	  a	  document	  relating	  to	  a	  car	  that	  the	  pilot	  should	  have	  picked	  up,	  
but	  never	  did	  due	  to	  his	  death.	  The	  team	  smile	  and	  look	  puzzled	  as	  Acorah	  describes	  this;	  at	  this	  
point	  a	  banner	  on-­‐screen	  makes	  the	  audience	  aware	  that	  this	  is	  evidence	  of	  communication	  with	  
spirit,	  as	  these	  are	  facts	  that	  the	  team	  (Fielding	  et.	  al.)	  knew	  before	  the	  investigation	  but	  medium	  
Acorah	  had	  no	  way	  of	  knowing.	  The	  whole	  exchange	  creates	  a	  level	  of	  on-­‐screen	  spectacle,	  and	  
presents	  Acorah	  as	  the	  ‘real-­‐deal,’	  a	  medium-­‐hero	  for	  not	  only	  proving	  his	  psychic	  ability	  but	  also	  
helping	  out	  the	  man's	  spirit	  by	  offering	  a	  resolution	  and	  a	  chance	  for	  the	  spirit	  to	  'tell'	  his	  story.	  
Acorah	  is	  presented	  with	  the	  document	  pertaining	  to	  the	  car	  that	  should	  have	  been	  picked	  up	  and	  
he	  states:	  ‘that	  means	  more	  to	  him	  [the	  airman],	  than	  actually	  losing	  his	  physical	  life’	  (LIVINGtv,	  
2003b).	  Acorah	  goes	  on	  to	  name	  the	  spirit	  as	  Norman,	  which	  is	  corroborated	  by	  the	  team	  as	  Norman	  
Watt	  who	  was	  killed	  on	  the	  airfield.	  In	  this	  context	  the	  medium	  produces	  spectacle	  through	  their	  
ability	  to	  communicate	  with	  another	  world,	  and	  provides	  facts	  he	  had	  not	  been	  told	  by	  the	  Most	  
Haunted	  team.	  The	  male	  Spiritualist	  spectacle	  is	  also	  witnessed	  through	  The	  Psychic	  Detective	  where	  
Stockwell	  often	  presents	  the	  audience	  with	  new	  evidence	  to	  cold	  cases	  and	  often	  revelations	  
regarding	  murders	  and	  missing	  people,	  once	  again	  becoming	  the	  nucleus	  of	  the	  spectacle	  itself.	  
	   The	  male	  media	  spectacle	  can	  also	  be	  framed	  through	  the	  contemporary	  popularity	  of	  the	  
magic	  show	  and	  its	  male	  performer.	  Current	  incarnations	  of	  the	  male	  magical	  tradition	  are	  
embodied	  on	  television	  shows	  such	  as	  Dynamo	  (Channel	  4,	  2006)	  and	  Troy	  (Channel	  4,	  2013).	  In	  a	  
similar	  way,	  the	  male	  performer	  is	  stylised,	  both	  Troy	  and	  Dynamo	  represent	  young,	  trendy	  male	  
performers,	  and	  their	  programmes	  offer	  a	  synthesis	  of	  dynamic	  camera	  movement,	  image	  
manipulation	  and	  current	  chart	  music,	  all	  of	  which	  creates	  an	  immersive	  aesthetic	  experience.	  What	  
these	  magic	  programmes	  offer	  on	  the	  face	  of	  it	  is	  similar	  presentations	  of	  incredible	  events	  by	  a	  
male	  performer,	  carried	  out	  for	  the	  audience’s	  amazement.	  What	  is	  happening	  is	  a	  similar	  dynamic	  
to	  the	  presentation	  of	  the	  male	  medium,	  who,	  ostensibly	  is	  displaying	  'powers'	  that	  are	  outside	  of	  
the	  normal	  human	  ability,	  thus	  the	  spectacle	  is	  created.	  	  
	   This	  chapter	  has	  performed	  a	  detailed	  mapping	  of	  the	  transformation	  of	  the	  Spiritualist	  
medium	  from	  a	  largely	  female	  pursuit,	  framed	  by	  cultural	  expectations	  of	  women	  in	  the	  nineteenth	  
century	  through	  to	  the	  male	  Spiritualist	  medium	  that	  has	  dominated	  the	  contemporary	  on-­‐screen	  
media,	  one	  informed	  by	  notions	  of	  a	  greater	  emotional	  connection	  embodied	  by	  the	  new	  man,	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alongside	  a	  continuation	  of	  a	  patriarchal	  media	  industry	  that	  preferences	  males	  in	  the	  roles	  of	  expert	  
hero	  of	  which	  the	  Spiritualist	  medium	  is	  one.	  	  
	   This	  chapter	  informs	  the	  overall	  study	  through	  the	  analysis	  of	  the	  male	  Spiritualist	  medium's	  
representation	  and	  promotion	  of	  spectacle	  in	  the	  media.	  The	  emergence	  of	  the	  male	  media	  medium	  
operates	  within	  the	  landscape	  of	  growing	  interest	  in	  areas	  of	  spiritualities	  (as	  documented	  in	  
chapter	  3	  of	  this	  thesis	  Spiritualism	  and	  the	  Re-­‐Enchantment	  of	  Contemporary	  British	  Society);	  the	  
male	  Spiritualist	  medium	  is	  largely	  a	  phenomenon	  of	  the	  televisual	  space,	  however,	  through	  this	  on-­‐
air	  prominence	  this	  has	  led	  to	  appearances	  in	  other	  areas	  of	  the	  media,	  from	  magazines	  to	  
newspaper	  columns	  and	  public	  tours.	  In	  this	  context,	  this	  meshing	  of	  audience	  expectation	  and	  
interests	  is	  being	  played	  out	  by	  a	  new	  contemporary	  male	  protagonist,	  one	  able	  to	  be	  in	  touch	  with	  
his	  emotional	  side	  while	  simultaneously	  providing	  a	  media	  spectacle	  through	  extravagant	  




Chapter	  5	  -­‐	  Theorising	  the	  Spectacle	  of	  Media	  Spiritualism	  -­‐	  A	  Textual	  Analysis	  of	  Most	  Haunted	  
The	  previous	  chapter	  discussed	  the	  ways	  in	  which	  the	  contemporary	  media	  spectacle	  is	  assisted	  
through	  shifting	  gender	  representations	  of	  the	  medium,	  witnessing	  a	  transformation	  from	  the	  
traditional	  female	  role	  of	  Spiritualist	  medium	  to	  a	  male	  Spiritualist	  medium	  in	  contemporary	  media.	  
Factors	  that	  have	  led	  to	  the	  rise	  of	  the	  male	  television	  Spiritualist	  medium	  have	  been	  explored,	  
concluding	  that	  the	  shift	  is	  driven	  by	  an	  ongoing	  gender	  bias	  in	  the	  media,	  prioritising	  male	  
performances,	  put	  on	  for	  largely	  female	  audiences.	  The	  chapter	  theorised	  the	  on-­‐screen	  role	  of	  the	  
male	  medium	  is	  in-­‐line	  with	  a	  detective-­‐hero	  character,	  and	  through	  this	  reading	  there	  is	  a	  
heightening	  of	  the	  overall	  drama	  and	  spectacle	  of	  the	  programmes.	  The	  rise	  of	  the	  male	  medium	  in	  
the	  media	  is	  further	  nuanced	  through	  an	  alignment	  with	  what	  has	  been	  interpreted	  as	  ‘new	  male’	  
characteristics,	  where	  there	  is	  a	  softening	  of	  manifest	  machismo	  that	  have	  always	  been	  present	  
within	  cinematic	  representations	  of	  the	  male	  performer,	  leading	  to	  a	  perfect	  mix	  of	  contemporary	  
media	  male	  performance,	  Spiritualism	  and	  spectacle.	  	  
	   This	  chapter	  will	  further	  develop	  ideas	  in	  relation	  to	  Spiritualism	  through	  considering	  the	  
nature	  of	  the	  representation	  of	  Spiritualism	  within	  media	  through	  the	  theoretical	  frameworks	  of	  
spectacle,	  articulated	  by	  Kellner	  (2003),	  Darley	  (2000)	  and	  King	  (2005).	  	  The	  initial	  discussion	  within	  
this	  chapter	  will	  feature	  an	  exploration	  of	  on-­‐screen	  spectacle,	  situating	  the	  contemporary	  ghost	  
hunting	  programme	  (of	  which	  Spiritualism	  forms	  a	  key	  role)	  within	  the	  genre	  of	  reality	  television	  
utilising	  King’s	  seminal	  work	  The	  Spectacle	  of	  the	  Real	  (2005)	  alongside	  Baudrillard	  (2012)	  and	  
Derrida’s	  (2002)	  theories	  of	  on-­‐screen	  images.	  To	  tease	  out	  the	  complex	  relationship	  between	  
contemporary	  representations	  of	  Spiritualism	  and	  creations	  of	  media	  spectacle	  a	  detailed	  textual	  
analysis	  of	  Most	  Haunted	  will	  provide	  the	  basis	  of	  research	  drawing	  on	  the	  programme’s	  structure	  
and	  exploring	  how	  the	  spectacle	  of	  Spiritualism	  is	  played	  out.	  The	  research	  will	  track	  an	  
intensification	  of	  media	  spectacle,	  where	  Spiritualism	  is	  the	  key	  component,	  extracting	  the	  shift	  from	  
the	  portrayal	  of	  an	  authentic	  Spiritualist	  experience	  (or	  an	  intention	  to	  be	  authentic)	  during	  the	  
earlier	  episodes	  to	  the	  later	  episodes	  where	  the	  levels	  of	  screaming	  and	  presumed	  on-­‐camera	  
visualisations	  became	  a	  hyperreal	  simulation,	  where	  the	  episodes	  become	  little	  more	  than	  
simulations	  of	  the	  real,	  and	  where	  televisual	  codes	  of	  fear,	  danger	  and	  threat	  have	  become	  the	  only	  
way	  in	  which	  to	  read	  and	  understand	  Spiritualism	  in	  the	  media.	  This	  will	  lead	  onto	  a	  discussion	  
articulating	  the	  complexities	  of	  the	  representation	  of	  contemporary	  Spiritualism	  through	  the	  ghost	  
hunting	  programme,	  considering	  areas	  of	  ambiguity,	  authenticity	  and	  simulation	  of	  the	  on-­‐screen	  
spectacle	  of	  Spiritualism.	  
	   To	  unpack	  the	  contemporary	  ghost	  hunting	  programme,	  it	  is	  important	  to	  first	  grapple	  with	  
the	  plot	  of	  the	  text.	  In	  relation	  to	  media	  text	  story	  lines,	  there	  have	  been	  lots	  of	  scholarly	  
 147	  
contributions	  to	  the	  world	  of	  narratology	  (see	  Chatman,	  1978;	  Huisman	  et	  al.,	  2005;	  Bordwell,	  1985;	  
Bal,	  2009),	  but	  there	  has	  been	  surprisingly	  little	  reflection	  on	  the	  structure	  of	  paranormal	  media.	  
While	  ghost	  hunting	  television	  is	  presented	  as	  a	  genuine	  representation,	  the	  actual	  narrative	  can	  be	  
interpreted	  within	  the	  logic	  of	  a	  fictional	  piece,	  where	  the	  plot	  firstly	  hints	  at	  the	  narrative	  of	  
spectacle,	  these	  hints	  are	  usually	  implicit	  within	  the	  text	  and	  are	  geared	  towards	  creating	  
anticipation	  and	  suspense	  (Bal,	  2009:	  95-­‐96),	  gradually	  these	  hints	  become	  clearer	  or	  more	  defined,	  
and	  then	  there	  is	  a	  resolution	  where	  the	  spectacle	  is	  presented	  as	  explicit	  within	  the	  text.	  In	  this	  
paradigm,	  the	  structure	  of	  the	  ghost	  hunting	  show	  is	  not	  dissimilar	  to	  the	  filmic	  traditions	  of	  
Hollywood	  that	  Bordwell	  describes,	  with	  the	  structure	  presenting	  very	  defined	  narrative	  stages:	  ‘an	  
undisturbed	  stage,	  the	  disturbance,	  the	  struggle,	  and	  the	  elimination	  of	  the	  disturbance’	  (1985:	  157).	  
Later	  in	  this	  chapter	  the	  narrative	  structure	  of	  Most	  Haunted	  will	  be	  unpacked	  using	  these	  staging	  
devices	  of	  filmic	  fictional	  narrative	  creation,	  developing	  an	  understanding	  of	  how	  the	  narrative	  
staging	  within	  the	  contemporary	  Spiritualist	  spectacle	  is	  a	  fundamentle	  framing	  technique	  for	  
providing	  an	  intensification	  of	  spectacle	  to	  audiences	  as	  the	  series	  unfold.	  	  
	   This	  chapter	  will	  seek	  to	  draw	  out	  one	  of	  the	  notable	  aspects	  of	  the	  contemporary	  media	  
spectacle,	  and	  interpret	  the	  representation	  of	  Spiritualism	  within	  this.	  A	  key	  attribute	  of	  media	  
spectacle	  is	  the	  notion	  of	  ‘bigger	  and	  better’	  and	  a	  display	  of	  incredible	  events	  that	  take	  precedence	  
within	  the	  narrative	  (Darley,	  2000:	  105).	  This	  chapter	  will	  explore	  this	  in	  relation	  to	  Most	  Haunted,	  
and	  will	  raise	  questions	  as	  to	  what	  this	  means	  for	  the	  portrayal	  of	  the	  ‘real,’	  specifically	  in	  relation	  to	  
the	  representation	  of	  Spiritualism.	  The	  textual	  analysis	  of	  the	  episodes	  of	  Most	  Haunted	  will	  trace	  
development	  of	  the	  show’s	  narrative,	  extracting	  the	  importance	  of	  the	  Spiritualist	  medium,	  and	  
references	  to	  traditional	  Spiritualist	  practices.	  The	  texual	  analysis	  is	  accompanied	  by	  numerical	  data	  
charting	  the	  number	  of	  perceived	  spirit	  interactions	  by	  the	  ghost	  hunting	  group	  /	  medium	  that	  are	  
presented	  to	  the	  audience.	  	  
	   Kellner	  argues	  that	  the	  media	  is	  responsible	  for:	  ‘expanding	  sites	  of	  information	  and	  
entertainment,	  while	  intensifying	  the	  spectacle	  form	  of	  media	  culture’	  (2003:	  1).	  Spirit	  interactions	  
within	  Most	  Haunted	  are	  an	  important	  part	  of	  the	  overall	  narrative	  so	  a	  collection	  of	  numerical	  data	  
alongside	  the	  textual	  analysis	  will	  further	  contribute	  to	  understanding	  the	  nature	  of	  the	  
intensification	  in	  numbers	  that	  occurs,	  and	  will	  show	  that	  Spiritualism	  is	  a	  primary	  form	  of	  the	  
creation	  of	  media	  spectacle	  within	  the	  contemporary	  ghost	  hunting	  programme.	  Before	  detailing	  the	  
exact	  methodologies	  for	  the	  textual	  analysis,	  a	  further	  exploration	  of	  what	  is	  meant	  by	  media	  
spectacle	  is	  useful,	  and	  how	  Spiritualism,	  through	  its	  representation	  is	  being	  interpreted	  and	  
theorised	  as	  spectacle.	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A	  Thematic	  Exploration	  of	  the	  Reality	  Television	  Paranormal	  Spectacle	  
Baruh	  (2009)	  theorises	  how	  audiences	  gain	  gratification	  from	  watching	  what	  is	  on-­‐screen,	  citing	  the	  
emergence	  of	  a	  spectator	  gaze	  from	  the	  early	  1900s,	  during	  the	  earliest	  form	  of	  cinema,	  which	  
offered	  new	  ways	  of	  viewing	  people	  and	  their	  personal	  spaces,	  arguing	  the	  case	  for	  a	  developing	  
cinematic	  gaze.	  This	  gaze	  was	  theorised	  after	  the	  first	  audiences	  experienced	  pleasure	  through	  
watching	  people	  on-­‐screen.	  The	  reality	  television	  gaze,	  in	  a	  similar	  way	  involves	  enjoyment	  being	  
gained	  through	  what	  is	  described	  by	  Baruh	  as	  the:	  ‘panoptic	  mode	  of	  looking’	  (Denzin,	  1995)	  but	  is	  
notably	  different	  as	  it	  features	  an:	  ‘aura	  of	  realism’	  (Baruh,	  2009:	  192).	  With	  the	  reality	  television	  
programme,	  the	  spectacle	  becomes	  the	  real,	  with	  production	  of	  the	  ‘real’	  removing	  its	  authenticity,	  
so	  that	  what	  is	  presented	  is	  only	  an	  orchestration	  of	  the	  ‘real’.	  Most	  Haunted	  is	  a	  reality	  text	  
therefore	  discussion	  of	  the	  reality	  spectacle	  is	  important	  within	  this	  study:	  what	  it	  is,	  how	  it	  is	  
produced	  and	  the	  relationship	  between	  producer	  and	  consumer	  regarding	  the	  presented	  
Spiritualism	  on	  the	  show	  plays	  an	  important	  role	  in	  understanding	  the	  nature	  of	  the	  intensification	  
of	  spectacle.	  
	   A	  large	  amount	  of	  literature	  has	  been	  written	  articulating	  the	  complex	  audience	  -­‐	  producer	  
relationship	  at	  work	  within	  reality	  television,	  Essany	  (2008)	  comments	  that	  reality	  television	  is	  a	  kind	  
of	  contemporary	  junk	  food,	  which	  people	  consume	  in	  abundance,	  but	  are	  happy	  to	  do	  so	  as	  the	  
programmes	  constitute	  a	  viewing	  experience	  that	  is	  easy	  to	  digest	  entertainment.	  Media	  producers	  
and	  television	  networks	  are	  equally	  happy	  to	  produce	  these	  styles	  of	  reality	  programmes,	  as	  they	  do	  
not	  require	  huge	  budgets	  with	  large	  numbers	  of	  writers	  and	  production	  team	  members	  (2008:	  1-­‐2).	  
King	  (2005)	  concurs	  with	  the	  popularity	  of	  reality	  television,	  but	  seeks	  to	  suggest	  that	  these	  
programmes	  are:	  'impressions	  of	  the	  real	  or	  the	  authentic	  (or	  the	  authentic-­‐seeming)'	  (2005:	  13),	  
pointing	  out	  that	  their	  popularity	  results	  from	  performances	  of	  the	  real.	  King	  qualifies	  this	  theory,	  
suggesting	  that	  the	  reality	  event	  portrayed	  on	  television	  reaches	  out	  to	  form	  a	  bridge	  over	  the	  
traditional	  dichotomy	  between	  spectacle	  and	  experience	  (2005:	  95)	  where	  there	  is	  a	  blurring	  
between	  the	  staged	  event	  and	  reality.	  The	  spectacle,	  according	  to	  King,	  is	  achieved	  in	  the	  method	  of	  
production	  itself	  where	  the	  programme	  draws	  its	  verisimilitude	  from	  the	  performance	  of	  the	  real,	  
however	  at	  the	  same	  time	  the	  audience	  is	  well	  aware	  that	  through	  production	  techniques	  and	  image	  
manipulation	  the	  programme	  is	  not	  actually	  a	  reality.	  The	  appeal	  therefore	  of	  these	  reality	  shows	  
exists	  in	  their	  'performance	  of	  reality'	  (2005:	  94).	  King	  regards	  reality	  media	  as	  possessing	  the	  
elements	  of	  Baudrillard's	  simulation	  (1994)	  outlined	  in	  chapter	  1,	  where	  the	  process	  of	  watching	  
television	  through	  technology	  is	  merely	  offering	  a	  replica	  of	  the	  real,	  removing	  the	  ability	  to	  mediate	  
through	  first	  person	  experience	  what	  is	  really	  occurring	  and	  if	  it	  is	  based	  in	  reality	  itself.	  	  King	  uses	  
the	  example	  of	  Big	  Brother	  (2005:	  131)	  and	  the	  simulated	  domestic	  setting	  that	  the	  audience	  is	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presented	  with,	  illustrating	  that	  while	  the	  setting	  is	  real	  and	  the	  camera	  appears	  to	  be	  in	  the	  neutral	  
observational	  position,	  the	  production	  and	  narrative	  expel	  any	  notion	  of	  the	  real.	  The	  simulation	  
within	  Big	  Brother	  is	  created	  through	  the	  programme’s	  form,	  where	  the	  presiding	  narrative	  is	  one	  of	  
a	  game,	  the	  on-­‐screen	  individuals	  in	  the	  house	  are	  no	  longer	  just	  people	  being	  filmed	  engaging	  in	  
the	  everyday,	  but	  are	  now	  'contestants'	  performing	  for	  an	  audience	  while	  taking	  part	  in	  a	  game-­‐
show-­‐like	  system,	  manipulated	  for	  the	  entertainment	  of	  the	  viewer.	  In	  much	  the	  same	  way	  as	  a	  
computer	  game	  the	  housemates	  are	  moved	  around	  spatially	  for	  viewing	  pleasure	  (2005:	  133).	  In	  this	  
context	  King	  argues	  that	  audiences	  form	  understandings	  of	  the	  fakery	  but	  forge	  allegiances	  with	  the	  
personas	  and	  become	  fascinated	  by	  actions	  of	  the	  mundane	  such	  as	  visiting	  the	  bathroom,	  washing	  
the	  dishes	  and	  putting	  the	  rubbish	  out	  which	  now	  attain	  a	  level	  of	  spectacle	  (2005:	  134).	  This	  
example	  informs	  this	  discussion,	  showing	  how	  reality	  television	  meshes	  the	  traditions	  of	  
documentary	  (the	  real)	  and	  simulation,	  thus	  affecting	  the	  overall	  relationship	  and	  believability	  of	  the	  
portrayal	  of	  real	  where	  the	  audience	  is	  left	  to	  mediate	  notions	  of	  authentic-­‐seeming	  (King,	  2005:	  
137).	  	  
	   The	  mixing	  of	  documentary	  with	  simulation	  is	  evident	  within	  the	  ghost	  hunting	  television	  
show.	  Here	  the	  viewer	  is	  placed	  into	  a	  space	  that	  is	  seemingly	  authentic	  with	  genuine	  locations,	  
people,	  belief	  systems	  and	  representations	  of	  Spiritualist	  mediums	  and	  traditions.	  The	  simulation	  is	  
performed	  through	  the	  stylisation	  and	  unrealistic	  collapsing	  of	  time	  and	  space	  where	  the	  audience	  
are	  transported	  through	  the	  editing	  of	  the	  real-­‐time	  footage,	  and	  presented	  with	  a	  set	  of	  edited	  
disjointed	  images	  and	  timings.	  In	  this	  context	  the	  neutrality	  of	  the	  reality	  television	  camera	  and	  its	  
ability	  to	  tell	  the	  truth	  becomes	  compromised.	  	  
	   In	  opposition	  to	  the	  Big	  Brother	  game-­‐show	  style	  reality	  television,	  the	  ghost	  hunting	  
programme	  is	  situated	  as	  a	  'real'	  investigation	  into	  anomalous	  events,	  therefore	  realigning	  the	  
values	  of	  the	  production	  to	  a	  more	  traditional	  documentary	  based	  narrative.	  What	  the	  audience	  
'sees'	  is	  ostensibly	  a	  genuine	  Spiritualist	  medium	  communicating	  with	  spirit	  and	  bringing	  forth	  
information	  about	  their	  once	  physical	  existence	  through	  various	  demonstrations	  of	  mediumship	  
such	  as	  séances,	  instances	  of	  Direct	  Voice	  Phenomenon	  and	  channelling,	  alongside	  table	  tipping,	  
Ouija	  boards	  and	  impressions	  from	  psychic	  artists.	  An	  important	  part	  of	  ghost	  hunting	  reality	  
television	  is	  performed	  through	  the	  production	  device	  of	  the	  on-­‐screen	  replay	  of	  a	  supposed	  
paranormal	  event;	  the	  replay	  seeks	  to	  reach	  out	  to	  the	  audience,	  transcending	  what	  is	  on-­‐screen,	  
posing	  the	  question	  to	  the	  audience;	  did	  you	  see	  that?	  Thus,	  it	  steps	  out	  of	  a	  performance	  of	  the	  real	  
to	  become	  a	  genuine	  interaction	  between	  what	  is	  being	  played	  out	  on-­‐screen	  and	  the	  viewing	  
audience	  in	  the	  domestic	  space.	  
	   This	  use	  of	  seemingly	  authentic	  representations	  of	  Spiritualism	  in	  paranormal	  television	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programmes	  connects	  with	  King's	  theories	  and	  explorations	  of	  the	  media	  presenting	  the	  real	  as	  
spectacle.	  King	  argues	  that	  the	  spectacle	  of	  the	  real	  is	  often	  conveyed	  through	  handy-­‐cams	  and	  
unscripted	  television,	  shaky	  footage	  and	  low-­‐grade	  video	  stock.	  King	  calls	  this	  the	  aesthetics	  of	  
amateurism,	  arguing	  that	  the	  lack	  of	  quality	  and	  professionalism	  for	  the	  images	  captured,	  and	  the	  
contextualisation	  that	  the	  images	  were	  captured	  ‘in	  the	  field’	  at	  the	  moment	  of	  the	  incident,	  make	  a	  
‘special	  promise	  of	  authenticity’	  (King,	  2005:	  84).	  
	   The	  genuine	  event	  in	  this	  context	  is	  conveyed	  through	  the	  eye	  level	  view	  of	  the	  camera	  
operator,	  a	  kind	  of	  personal	  aspect	  of	  the	  situation	  and	  location	  that	  further	  attributes	  to	  the	  
authenticity	  of	  the	  viewing	  experience	  (2005:	  84-­‐85).	  This	  production	  profile	  is	  systematic	  within	  the	  
contemporary	  reality	  television	  experience	  and	  particularly	  the	  paranormal	  programme.	  This	  low	  
quality	  ‘authentic’	  of-­‐the-­‐moment	  footage	  cleverly	  conceals	  what	  is	  actually	  taking	  place.	  The	  grainy	  
black	  and	  white	  /	  jerky	  camera	  footage	  makes	  it	  appear	  as	  though	  the	  real	  is	  being	  presented,	  
however,	  it	  is	  a	  simulation	  of	  the	  real	  visual	  experience,	  a	  kind	  of	  paradox,	  in	  that	  what	  it	  purports	  to	  
be	  (the	  real)	  actually	  carries	  the	  viewer	  further	  away	  from	  the	  genuine	  event.	  The	  production	  of	  
reality	  is	  further	  examined	  by	  Deacon	  et	  al.	  who	  identify	  another	  critical	  method	  in	  communicating	  
the	  notion	  of	  'real'	  and	  the	  spectacle	  to	  the	  audience	  on	  television.	  They	  argue	  that	  the	  'lens'	  and	  
the	  way	  in	  which	  the	  audience	  are	  invited	  into	  the	  narrative,	  is	  through	  the	  camera,	  how	  it	  is	  
operated,	  and	  the	  footage	  that	  is	  collected.	  This	  is	  fundamental	  to	  the	  framing	  of	  the	  ‘reality’	  that	  is	  
produced.	  Deacon	  et	  al.	  comment	  that	  jerky,	  grainy	  and	  amateur	  video	  style	  productions	  add	  to	  the	  
veracity	  of	  a	  production	  and	  appeal:	  ‘to	  the	  idea	  that	  the	  shot	  was	  taken	  on	  the	  run,	  right	  "there",	  
and	  thus	  unedited'	  (2007:	  203).	  	  
	   Heholt	  picks	  up	  on	  this	  spectacle	  of	  the	  ‘real’	  confirming	  the	  use	  of	  the	  distinctly	  guerrilla	  
style	  production	  values,	  and	  camera	  operation,	  highlighting	  the	  amateur	  and	  low-­‐tech	  production	  
values	  at	  the	  centre	  of	  Most	  Haunted	  (2012:	  37).	  The	  use	  of	  infrared	  or	  nighttime	  cameras	  as	  they	  
become	  known	  on	  the	  show	  has	  become	  widely	  accepted	  as	  a	  cultural	  signifier	  of	  the	  depiction	  of	  
ghost	  hunting	  narratives.	  Hill	  draws	  specifically	  on	  the	  paranormal	  television	  programme	  arguing	  
that	  it	  occupies	  a	  sub-­‐genre	  of	  reality	  television,	  citing	  programmes	  that	  formed	  representations	  of	  
the	  real,	  such	  as	  the	  famous	  BBC	  fabricated	  documentary	  Ghostwatch	  (discussed	  in	  chapter	  1),	  and	  
War	  of	  the	  Worlds48.	  She	  suggests	  that	  the	  representations	  of	  the	  real	  present	  not	  only	  a	  programme	  
designed	  to	  entertain	  but	  to	  somehow	  also	  tap	  into	  the	  social	  economic	  and	  political	  unease	  of	  the	  
moment	  (2010:	  68).	  Hill	  raises	  the	  possibility	  that	  the	  rise	  in	  productions	  of	  paranormal	  reality	  shows	  
on	  television,	  specifically	  Most	  Haunted,	  surfaced	  in	  the	  wake	  of	  the	  9/11	  attacks	  on	  America	  and	  a	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
48	  The	  1938	  broadcast	  on	  American	  radio	  of	  the	  fiction	  caused	  panic	  with	  listeners	  believing	  a	  
genuine	  alien	  invasion	  had	  begun.	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social	  consciousness	  regarding	  the	  'war	  on	  terror,'	  all	  events	  which	  in	  themselves	  have	  become	  
theorised	  as	  ‘megaspectacles’	  as	  articulated	  by	  Kellner	  (2003:	  173-­‐176),	  where	  the	  real	  and	  
representations	  of	  the	  real	  are	  played	  out	  in	  the	  media,	  which	  led:	  'many	  people	  to	  look	  for	  
alternative	  explanations	  and	  ways	  of	  perceiving	  the	  world’	  (Hill,	  2005:	  68).	  Hill’s	  discussion	  of	  
presented	  reality	  within	  the	  paranormal	  television	  show	  includes	  negotiations	  of	  the	  complex	  
staging	  of	  reality	  in	  these	  ghost	  hunting	  representations	  which	  she	  believes	  leads	  to	  audiences	  
oscillating	  between	  sceptic	  and	  believer	  regarding	  paranormal	  beliefs,	  where	  the	  notion	  of	  the	  
programmes	  as	  purely	  representing	  'entertainment'	  is	  rejected.	  She	  believes	  that	  the	  space	  opened	  
up	  by	  this	  staging	  of	  reality	  offers	  the	  audience	  multiple	  different	  ways	  in	  which	  to	  interact	  with	  the	  
show,	  from	  open	  minded	  sceptic	  to	  uncertain	  believers	  (2010:	  87).	  	  
	   Kellner	  theorises	  the	  spectacle	  as	  an	  inescapable	  feature	  of	  contemporary	  media,	  citing	  
Gabler	  (1998)	  to	  argue	  that	  the	  audience	  assume	  an	  immersive	  role	  when	  viewing	  the	  media	  
experience,	  where	  life	  itself	  is	  captured	  and	  represented	  through	  a	  media	  stylisation	  and	  where	  
audiences	  live	  their	  lives	  like	  they	  are	  in	  a	  film	  or	  television	  programme	  (2003:	  4).	  This	  notion	  of	  the	  
audience	  becoming	  entangled	  with	  the	  media	  experience	  is	  reinforced	  specifically	  in	  relation	  to	  the	  
paranormal	  television	  programme	  which	  was	  discussed	  earlier	  and	  referenced	  through	  Koven’s	  work	  
on	  Most	  Haunted	  (2007:	  184).	  Fielding	  (2005:	  14)	  and	  Hill	  also	  acknowledge	  the	  importance	  of	  
audience	  interaction	  in	  the	  staging	  of	  reality,	  with	  Hill	  suggesting	  that	  the	  programmes	  play	  on	  the	  
notion	  of	  William	  James’	  ‘Will	  to	  Believe’	  (1898)	  and	  commenting	  that	  the:	  ‘fans	  understand	  that	  
paranormal	  matters	  are	  best	  experienced	  live’	  (2010:	  70).	  Kellner's	  appraisal	  of	  the	  contemporary	  
media	  spectacle	  is	  one	  that	  is	  very	  much	  played	  out	  through	  the	  placing	  of	  an	  event	  on	  the	  box	  or	  
big	  screen	  where	  the	  images	  are	  constructed	  into	  pieces	  of	  production	  and	  assume	  a	  new	  
importance,	  which	  is	  aided	  by	  the	  process	  of	  transmission	  between	  'there'	  (where	  an	  event	  is	  taking	  
place)	  and	  'here'	  (where	  it	  is	  being	  consumed).	  While	  the	  events	  on-­‐screen	  are	  plausibly	  real,	  the	  
distance	  between	  the	  domestic	  setting	  where	  the	  television	  is	  located	  and	  the	  event	  taking	  place	  is	  
immaterial,	  the	  spectacle	  is	  what	  is	  taking	  place	  and	  being	  viewed	  on	  the	  'box'.	  In	  this	  sense	  the	  
authenticity	  of	  what	  is	  taking	  place	  appears	  intact,	  particularly	  with	  Most	  Haunted	  Live,	  where	  the	  
real	  is	  protected	  by	  an	  ability	  to	  interact	  with	  the	  show	  and	  become	  an	  active	  member	  in	  the	  
production.	  
Darley	  further	  maps	  out	  the	  media	  spectacle	  regarding	  production	  aesthetics	  and	  creations	  
of	  the	  hyperreal	  (2000:	  88-­‐101),	  specifically	  in	  relation	  to	  television	  adverts,	  however	  the	  same	  is	  
true	  of	  large	  numbers	  of	  television	  productions	  that	  have	  taken	  on	  similar	  production	  techniques.	  
Darley	  argues	  that	  the	  ways	  in	  which	  adverts	  are	  cut	  together	  represents	  spectacle	  through	  
heightened	  photographic	  and	  cinematic	  impossibility,	  drawing	  on	  methods	  of	  production	  stylistics	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synonymous	  with	  Hollywood	  cinema	  (2000:	  89).	  This	  production,	  synonymous	  with	  cinematic	  
traditions,	  is	  generated	  through	  the	  way	  in	  which	  images	  are	  spliced	  together	  into	  a	  montage	  to	  
create	  an	  effect,	  producing	  meaning	  and	  collapsing	  reality,	  specifically	  the	  traditions	  of	  time	  and	  
space49.	  Darley	  describes	  a	  process	  of	  'manipulation	  and	  synthesis'	  (2000:	  18),	  where	  computers	  
warp,	  merge	  and	  form	  new	  combinations	  of	  meaning	  through	  splicing	  and	  manipulating	  images.	  	  
If	  we	  remind	  ourselves	  of	  the	  aesthetics	  utilised	  by	  the	  contemporary	  ghost	  hunting	  
programme,	  Most	  Haunted,	  Dead	  Famous,	  Ghost	  Detectives	  and	  Jane	  Goldman	  Investigates…	  all	  
feature	  production	  assets	  that	  can	  be	  interpreted	  as	  sets	  of	  distorted	  and	  grotesque	  imagery,	  such	  
as	  the	  common	  use	  of	  Victorian	  photographs	  that	  originate	  from	  the	  location.	  These	  photographs	  
seek	  to	  present	  ghostly	  imprints	  of	  time	  and	  people	  long	  deceased,	  further	  enhancing	  the	  Gothic	  
ghost	  story	  stylistic;	  these	  images	  are	  accompanied	  by	  unsettling	  out	  of	  key	  soundtracks	  more	  akin	  
to	  the	  horror	  film	  genre	  and	  serve	  to	  situate	  audiences	  of	  the	  ghost	  hunting	  programme	  in	  a	  horror	  
film	  framework.	  In	  this	  context,	  the	  audience	  may	  frame	  the	  events	  on-­‐screen	  in	  a	  fictional	  
paradigm,	  one	  that	  is	  interpreted	  though	  understanding	  cinema	  and	  the	  horror	  genre.	  The	  show	  
occasionally	  features	  direct	  references	  to	  fictional	  horror	  representations;	  during	  the	  Most	  Haunted	  
team’s	  investigation	  of	  the	  Red	  Lion	  Pub	  in	  Avebury	  (Series	  One,	  Episode	  3)	  the	  show’s	  paranormal	  
investigator	  Jason	  Karl50	  visits	  what	  is	  alleged	  to	  be	  the	  most	  paranormally	  active	  room	  in	  the	  
building.	  When	  Karl	  spots	  a	  light	  anomaly	  on	  camera	  he	  is	  heard	  saying:	  ‘It’s	  just	  like	  a	  scene	  from	  
The	  Exorcist’.	  This	  represents	  an	  example	  of	  a	  conscious	  alignment	  with	  filmic	  fictional	  spectacles.	  In	  
this	  set	  of	  circumstances	  there	  is	  a	  complex	  set	  of	  messages	  to	  be	  interpreted	  by	  the	  audience	  
because	  the	  references	  to	  cinematic	  fiction	  are	  combined	  with	  an	  inference	  that	  what	  is	  taking	  place	  
is	  a	  genuine	  investigation	  into	  the	  paranormal.	  	  
The	  mix	  of	  genuine	  and	  constructed	  realities	  on	  television	  regarding	  notions	  of	  spirit	  
communication	  came	  to	  a	  head	  in	  2003	  after	  audience	  complaints.	  Several	  audience	  members	  had	  
raised	  issues	  regarding	  the	  veracity	  of	  two	  programmes	  that	  represented	  Spiritualist	  mediums.	  The	  
Independent	  Television	  Commission	  (ITC)	  was	  asked	  to	  investigate	  LIVINGtv’s	  6ixth	  Sense	  with	  Colin	  
Fry	  and	  Crossing	  Over	  with	  John	  Edward.	  The	  main	  concern	  raised	  by	  the	  audience	  complaints	  
regarded	  the	  presentation	  of	  the	  claims	  that	  the	  mediums	  on	  the	  shows	  were	  contacting	  the	  dead.	  
There	  was	  a	  lack	  of	  acknowledgement	  before	  or	  after	  the	  scheduled	  broadcasts	  that	  despite	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
49	  Television	  adverts	  are	  a	  great	  example	  of	  this;	  The	  telecommunication	  company	  O2	  uses	  this	  
stylistic	  of	  splicing	  together	  video	  sequences	  of	  during	  their	  ‘Be	  More	  Dog’	  campaign.	  A	  cat	  is	  seen	  
running,	  jumping	  and	  swimming	  to	  the	  soundtrack	  of	  Flash	  by	  Queen	  shown;	  these	  things	  that	  
would	  take	  much	  longer	  than	  the	  mere	  seconds	  the	  advert	  is	  running.	  This	  stylistic	  compositing	  
creates	  meaning	  while	  collapsing	  reality.	  	  
50	  Karl	  a	  paranormal	  investigator	  fulfilled	  the	  role	  of	  Most	  Haunted	  parapsychologist	  (Series	  One	  to	  
Series	  Three).	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programmes’	  content	  there	  are	  differing	  opinions	  about	  the	  veracity	  of	  mediumship.	  The	  ITC	  found	  
against	  LIVINGtv,	  ruling	  that	  both	  shows	  had	  broken	  their	  programming	  codes.	  The	  demonstrations	  
of	  Spiritualist	  mediumship	  were	  presented	  in	  such	  a	  way	  only	  to	  reinforce	  the	  authenticity	  of	  
Spiritualism	  within	  the	  programmes.	  An	  example	  of	  the	  production	  techniques	  that	  doubtless	  were	  
considered	  when	  reviewing	  the	  case	  included	  the	  programmes	  closing	  sequences,	  which	  would	  
feature	  reflections	  by	  the	  audience	  on	  the	  'readings,'	  confirming	  the	  authenticity	  of	  the	  messages	  
the	  medium	  and	  show.	  The	  ITC	  found	  them	  in	  breach	  of	  section	  1.10	  of	  the	  ITC	  programme	  code,	  
which	  stated:	  
	  
Horoscopes,	  palmistry	  and	  similar	  'psychic'	  practices	  are	  only	  acceptable	  where	  they	  are	  
presented	  as	  entertainment	  or	  are	  the	  subject	  of	  legitimate	  investigation.	  They	  should	  not	  
include	  specific	  advice	  to	  particular	  contributors	  or	  viewers	  about	  health	  or	  medical	  matters	  
or	  about	  personal	  finance.	  They	  should	  not	  be	  included	  at	  times	  when	  large	  numbers	  of	  
children	  are	  expected	  to	  be	  watching	  (2003).	  
	  
After	  this	  finding,	  LIVINGtv	  was	  legally	  obliged	  to	  inform	  audiences	  of	  the	  'entertainment'	  values	  
inherent	  within	  this	  genre	  of	  programming.	  	  A	  specific	  slide	  was	  posted	  on-­‐screen	  before	  




(programme	  name)	  is	  a	  psychic	  entertainment	  programme.	  Psychic	  mediums	  claim	  to	  have	  
the	  ability	  to	  communicate	  with	  spirits.	  Many	  people,	  and	  most	  mainstream	  beliefs,	  question	  
the	  validity	  of	  this	  claim.	  Living	  TV	  presents	  the	  programme	  in	  our	  Psychic	  Zone	  purely	  for	  your	  
entertainment.	  
	  
This	  specific	  set	  of	  broadcast	  codes	  (designed	  to	  protect	  vulnerable	  audience	  members)	  was	  the	  
basis	  for	  audience	  complaints	  against	  Most	  Haunted	  in	  2005.	  Dixon	  (2011)	  draws	  attention	  to	  the	  
incident,	  where	  the	  Office	  of	  Communication	  (Ofcom)	  who	  had	  by	  2005	  taken	  over	  from	  the	  ITC	  as	  
the	  television	  regulating	  body,	  were	  tasked	  with	  investigating	  eleven	  complaints	  appertaining	  to	  
Most	  Haunted,	  where	  viewers	  believed	  that	  the	  programme	  had	  falsified	  episodes	  of	  paranormal	  
activity.	  The	  response	  was	  a	  finding	  in	  favour	  of	  Most	  Haunted.	  Ofcom	  argued	  that	  taking	  into	  
account	  that	  the	  programme	  was	  broadcast	  on	  LIVINGtv	  (an	  entertainment	  channel),	  along	  with	  the	  
presenters	  and	  histrionics	  of	  the	  show,	  all	  of	  these	  factors	  firmly	  placed	  the	  production	  within	  a	  
fictional	  paradigm.	  Whilst	  this	  finding	  must	  have	  been	  a	  relief	  to	  LIVINGtv,	  the	  programme	  makers	  
would	  no	  doubt	  publically	  disagree	  with	  the	  notion	  that	  Most	  Haunted	  was	  a	  fictional	  investigation	  
of	  the	  paranormal.	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   When	  the	  programme	  was	  conceived	  by	  Antix	  productions51,	  they	  stated	  that	  their	  aim	  was:	  
'to	  conduct	  a	  balanced	  investigation	  into	  paranormal	  activity	  to	  try	  and	  find	  out	  once	  and	  for	  all	  
whether	  ghosts	  exist	  -­‐	  and,	  if	  they	  do,	  what	  they	  are'	  (Fielding	  et	  al.,	  2005:	  4).	  This	  ruling	  implies	  that	  
despite	  including	  real	  locations,	  people	  and	  Spiritualist	  practices,	  the	  overall	  mise-­‐en-­‐scène	  places	  
the	  production	  into	  a	  non-­‐realist	  cinematic	  spectacle,	  one	  that	  is	  framed	  as	  entertainment.	  
	   This	  framing	  of	  the	  Spiritualist	  practices	  represented	  within	  the	  paranormal	  and	  psychic	  
programme	  genre	  as	  entertainment,	  is	  discussed	  by	  Hill,	  who	  recounts	  that:	  
	  
the	  timing	  was	  crucial	  as	  it	  was	  also	  the	  period	  when	  reality	  TV,	  in	  particular	  formatted	  reality	  
gameshows	  such	  as	  Big	  Brother	  had	  taken	  over	  British	  schedules…The	  makers	  of	  Most	  
Haunted	  have	  to	  label	  the	  show	  as	  entertainment,	  but	  they	  also	  want	  audiences	  to	  look	  for	  
the	  reality	  within	  this	  entertainment	  frame	  (2010:	  70).	  
	  
Holmes	  argues	  the	  importance	  of	  interaction	  with	  reality	  television,	  further	  enhancing	  a	  feeling	  of	  
the	  real,	  with	  the	  ability	  to	  communicate	  with	  the	  programme	  and	  affect	  on-­‐screen	  events	  (2004:	  
221).	  	  Yet	  without	  the	  ability	  to	  interact	  with	  Most	  Haunted	  how	  does	  the	  viewer	  interpret	  what	  is	  
real?	  In	  its	  first	  ever	  episode	  Most	  Haunted	  set	  itself	  up	  as	  the	  embodiment	  of	  truth	  and	  
investigation	  when	  Fielding	  launched	  the	  episode	  with	  this	  statement:	  
	  
Hello	  and	  welcome	  to	  Most	  Haunted,	  we’re	  about	  to	  embark	  on	  one	  of	  television’s	  most	  
extensive	  investigations	  into	  the	  paranormal,	  we	  guarantee,	  no	  tricks,	  no	  camera	  illusions	  and	  
no	  practical	  jokes.	  If	  we	  find	  nothing,	  you’ll	  see	  nothing,	  but	  if	  we	  do	  manage	  to	  catch	  
anything	  at	  all,	  we	  will	  share	  it	  with	  you	  honestly,	  and	  leave	  it	  up	  to	  you	  to	  make	  up	  your	  own	  
mind’	  (LIVINGtv,	  2002).	  
	  
While	  this	  show	  was	  broadcast	  before	  the	  ITC	  ruling	  on	  paranormal	  and	  Spiritualist	  programming	  
being	  entertainment,	  what	  is	  remarkable	  is	  that	  even	  after	  the	  ruling	  Most	  Haunted	  continued	  to	  
impress	  the	  reality	  of	  its	  investigative	  methodology,	  preferencing	  modes	  of	  authentic	  production	  
such	  as	  the	  jerky	  footage	  of	  the	  camcorder	  and	  CCTV	  footage.	  Despite	  the	  presentation	  of	  
authenticity,	  the	  reality	  paranormal	  television	  programme	  raises	  general	  questions	  surrounding	  how	  
the	  viewer	  is	  being	  guided	  in	  the	  framing	  of	  the	  on-­‐screen	  events.	  Hill	  argues	  in	  her	  book	  Reality	  TV	  
that	  the	  audience	  negotiate	  the	  meanings	  of	  reality	  television	  through	  appraisals	  of	  authenticity	  and	  
performance,	  drawing	  on	  their	  own	  experience	  of	  social	  interaction	  to	  gauge	  whether	  those	  taking	  
part	  in	  the	  programme	  are	  acting	  up	  to	  the	  camera	  or	  are	  providing	  a	  real	  experience	  of	  the	  
situation	  (2005:	  78).	  Most	  Haunted	  as	  a	  reality	  television	  programme	  is	  in	  one	  sense	  underpinned	  by	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51	  Antix	   is	   a	   production	   company	   jointly	   owned	   and	   run	   by	   Yvette	   Fielding	   and	   her	   husband	   Karl	  
Beattie.	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elements	  of	  the	  real,	  a	  genuine	  theological	  practice	  (the	  Spiritualist	  belief	  system),	  genuine	  people	  
and	  locations,	  yet	  through	  the	  programme’s	  form,	  it	  is	  also	  part	  of	  the	  media	  entertainment	  
paradigm,	  which	  utilises	  a	  large	  amount	  of	  themes	  and	  stylistics	  when	  creating	  meanings	  and	  
spectacle	  for	  the	  audience.	  
	  
	  
The	  Spiritualist	  and	  Ghost	  Hunting	  Themes	  and	  Stylistic	  Devices	  under	  Analysis	  
Having	  discussed	  the	  dynamics	  of	  the	  media	  spectacle	  in	  relation	  to	  the	  paranormal	  reality	  television	  
programme	  this	  section	  will	  focus	  on	  what	  may	  be	  considered	  ghost	  hunting	  devices,	  and	  crucially	  
will	  develop	  into	  discussions	  of	  the	  representation	  of	  the	  Spiritualist	  medium	  and	  the	  broader	  
Spiritualist	  practices	  that	  are	  utilised	  by	  Most	  Haunted	  to	  facilitate	  the	  creation	  of	  spectacle.	  The	  
media	  texts	  within	  this	  research	  thesis	  were	  chosen	  for	  their	  incorporation	  of	  Spiritualist	  principles	  
such	  as	  the	  ability	  to	  commune	  with	  spirit,	  and	  the	  central	  focus	  of	  a	  Spiritualist	  medium	  that	  is	  
fundamental	  to	  the	  narrative	  of	  the	  programmes.	  During	  the	  period	  2002	  to	  2010	  Most	  Haunted	  
became	  the	  most	  watched	  and	  prolific	  of	  these	  programmes	  with	  regular	  viewing	  figures	  of	  1	  
million,	  (3	  million	  for	  the	  Most	  Haunted	  Live	  events)	  (Fielding	  et	  al.,	  2005:	  16).	  The	  programme	  itself	  
has	  been	  responsible	  for	  significant	  cultural	  references	  both	  during	  and	  after	  its	  broadcast	  lifespan,	  
some	  of	  these	  cultural	  references	  have	  been	  in	  the	  form	  of	  assembling	  a	  set	  of	  production	  motifs	  of	  
paranormal	  television	  media,	  that	  stem	  from	  the	  gothic	  ghost	  story	  narrative.	  Heholt	  remarks	  on	  the	  
aesthetic	  of	  the	  programme,	  illuminating	  Most	  Haunted's	  stylistics:	  
	  
images	  of	  a	  mist	  filled	  cemetery	  to	  shadowy	  and	  skewed	  photos	  of	  abandoned	  mansion	  
houses	  and	  empty	  Victorian	  hospitals.	  The	  programme	  is	  dominated	  by	  the	  uncanny	  green	  
and	  white	  lighting	  of	  night-­‐vision	  cameras	  that	  deepen	  the	  shadows	  around	  (2012:	  39).	  
	  
These	  production	  aesthetics	  have	  been	  replicated	  and	  recirculated	  in	  other	  reality	  television	  shows	  
so	  that	  a	  similar	  format	  can	  be	  found	  in	  Ghosthunters,	  Ghost	  Detectives,	  Ghost	  Hunting	  With...and	  in	  
shows	  with	  a	  similar	  genetic	  structure	  such	  as	  Paranormal	  Witness	  (2011	  -­‐)	  and	  Ghost	  Adventures	  
(2008	  -­‐).	  	  An	  example	  of	  this	  stylistic	  appropriation	  can	  be	  seen	  through	  the	  production	  similarities	  
between	  a	  screenshot	  from	  Most	  Haunted	  Fig.	  5.1	  and	  Dead	  Famous,	  Fig.	  5.2	  
	  
 156	  
	  	  	   	  
Fig.	  5.1	  Most	  Haunted	  opening	  scene	  Series	  One	   Fig.	  5.2	  Dead	  Famous	  DVD	  opening,	  Series	  Three	  
	  
During	  production	  of	  the	  pilot	  for	  Most	  Haunted,	  producers	  Fielding	  and	  Beattie	  were	  very	  much	  
aware	  that	  the	  nighttime	  camera	  look	  would:	  'give	  that	  distinctive	  Blair	  Witch	  Project	  feel	  to	  the	  
footage'	  (Fielding	  et	  al.,	  2005:	  2)	  52.	  Even	  at	  the	  outset	  of	  the	  programme	  this	  production	  technique	  
illustrates	  a	  conscious	  desire	  to	  align	  the	  programme	  to	  existing	  Hollywood	  horror	  motifs.	  In	  relation	  
to	  this	  cinematic	  framing,	  Schreier	  discusses	  the	  verisimilitude	  of	  the	  pseudo-­‐documentary	  The	  Blair	  
Witch	  Project	  and	  the	  ambiguity	  surrounding	  its	  reception,	  drawing	  on	  how	  audiences	  were	  led	  to	  
frame	  the	  film	  as	  non-­‐fiction.	  Schreier	  highlights	  the	  devices	  utilised	  to	  base	  the	  story	  in	  the	  real,	  
such	  as:	  
	  
an	  elaborate	  presentation	  of	  the	  legend	  surrounding	  the	  Blair	  Witch,	  photographs	  of	  the	  three	  
students,	  interviews	  with	  the	  students’	  friends	  and	  relatives,	  excerpts	  from	  (fictitious)	  news	  
bulletins	  related	  to	  the	  search	  for	  the	  three	  missing	  students,	  excerpts	  from	  the	  students'	  
diary	  and	  so	  forth	  (2004:	  319).	  
	  
This	  presents	  the	  argument	  that,	  in	  order	  to	  interpret	  and	  frame	  what	  was	  being	  depicted	  in	  the	  
film,	  viewers	  are	  presented	  with	  ostensibly	  'real'	  people,	  events	  and	  locations.	  Schreier	  continues	  
suggesting	  that	  the	  believability	  of	  the	  film	  is	  also	  presented	  through	  the	  shaky	  amateur	  images	  
produced	  by	  the	  students	  on	  their	  16mm	  film	  camera	  (2004:	  320).	  These	  are	  all	  part	  of	  the	  
production	  mode,	  whereby	  the	  'honest'	  low	  budget	  approach	  is	  seen	  to	  enhance	  the	  truthfulness	  of	  
the	  narrative.	  The	  Most	  Haunted	  team	  right	  from	  the	  start	  have	  positioned	  the	  show	  as	  an	  authentic	  
paranormal	  investigative	  team,	  therefore	  adopting	  the	  look	  of	  The	  Blair	  Witch	  Project	  appears	  a	  
strange	  paradox	  on	  the	  surface	  because	  with	  Blair	  Witch,	  there	  was	  a	  fictitious	  narrative	  utilising	  
production	  techniques	  to	  appear	  more	  real.	  Most	  Haunted	  however	  wanted	  to	  reproduce	  the	  look	  
of	  a	  fictional	  film	  which	  seems	  a	  strange	  aspiration,	  despite	  having	  already	  turned	  down	  the	  notion	  
of	  faking	  events	  with	  a	  few	  special	  effects	  (Fielding	  et	  al.,	  2005:	  4),	  yet	  it	  seems	  the	  'look'	  of	  Blair	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52	  The	  Blair	  Witch	  Project	  was	  one	  of	  the	  first	  ‘found	  footage’	  horror	  films	  that	  played	  with	  the	  
conventions	  of	  genuine	  /	  fake	  narrative.	  The	  film	  was	  released	  in	  the	  UK	  in	  1999.	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Witch	  was	  more	  of	  a	  stylistic	  concern	  for	  Most	  Haunted	  than	  asking	  the	  viewer	  to	  engage	  in	  
negotiating	  any	  real	  or	  fake	  debates.	  The	  team’s	  firm	  refusal	  to	  'fake'	  hauntings,	  was	  backed	  up	  by	  
the	  production	  plan,	  where	  they	  argued	  that	  if	  nothing	  was	  to	  happen	  or	  any	  paranormal	  activity	  be	  
caught	  on	  camera,	  the	  programme	  would	  examine	  how	  the	  team	  would	  cope	  with	  the	  'scare	  factor'	  
of	  being	  in	  dark	  ‘haunted’	  locations	  	  
	   The	  Blair	  Witch-­‐style	  fear	  factor	  became	  an	  intrinsic	  part	  of	  the	  Most	  Haunted	  ‘look’	  as	  
Producer	  Beattie	  explains:	  
	  
It's	  addictive.	  You	  want	  to	  be	  more	  scared	  tomorrow.	  If	  you've	  been	  on	  your	  own	  in	  an	  attic,	  
you	  want	  to	  be	  on	  your	  own	  in	  a	  dungeon,	  and	  if	  you've	  been	  in	  a	  graveyard,	  you	  think,	  "Hah!	  
I'll	  try	  a	  morgue	  next	  time..."	  (Fielding	  et	  al.,	  2005:	  204).	  
	  
Fear	  becomes	  part	  of	  the	  spectacle	  itself,	  where	  the	  focus	  is	  on	  the	  psychological	  state	  of	  the	  
characters	  taking	  part	  and	  their	  experiences	  during	  any	  purported	  spirit	  communication.	  The	  fear	  
factor	  is	  intensified	  through	  what	  the	  team	  call	  the	  nighttime	  'vigil'.	  Here	  the	  crew	  utilise	  the	  
nighttime	  cameras,	  while	  exploring	  and	  investigating	  the	  locations	  purported	  by	  'experts'	  and	  
historians	  to	  be	  filled	  by	  what	  are	  termed	  negative	  energies.	  This	  context	  and	  production	  process	  
reflects	  notions	  of	  Willis'	  carnivalesque	  and	  extravagant	  showmanship	  (n.d.),	  whereby	  the	  actual	  
state	  of	  being	  scared	  in	  a	  ‘dark	  haunted	  castle’	  and	  hearing	  'something'	  attains	  a	  paranormal	  
occurrence	  and	  becomes	  the	  main	  event,	  rather	  than	  any	  engagement	  or	  discussion	  of	  belief	  system	  
regarding	  spirit	  communication,	  namely	  Spiritualism	  which	  is	  at	  the	  heart	  of	  the	  Most	  Haunted	  
programme	  narrative.	  O'Keeffe,	  the	  programme’s	  parapsychologist	  acknowledges	  that	  the	  
programme	  presents	  an	  unrealistic	  number	  of	  paranormal	  events	  occurring	  during	  the	  30	  minute	  
and	  one	  hour	  episodes,	  providing	  a	  hyperreal	  sense	  of	  time:	  
	  
Here	  we	  have	  a	  television	  investigation	  of	  a	  haunted	  location,	  where	  a	  lot	  of	  things	  happen.	  
Anyone	  who	  does	  ghost-­‐hunting,	  will	  know,	  actually	  the	  reality	  is	  a	  lot	  more	  boring	  and	  
mundane,	  so	  you	  can	  often	  sit	  in	  the	  dark	  for	  hours,	  and	  nothing	  will	  happen	  (2010).	  
	  
O'Keeffe	  appears	  to	  be	  mooting	  that	  what	  is	  happening	  in	  Most	  Haunted	  is	  the	  creation	  of	  a	  
hyperreal	  presentation,	  which	  serves	  to	  collapse	  the	  reality	  of	  time,	  establishing	  a	  stylised	  
choreographed	  reality.	  Having	  been	  the	  show’s	  parapsychologist	  between	  2003	  and	  2010	  and	  a	  
seasoned	  ghost	  hunter	  himself,	  this	  is	  a	  valid	  interpretation,	  but	  considerations	  of	  the	  stylistic	  and	  
production	  patterns	  surrounding	  paranormal	  and	  Spiritualist	  practices	  assembled	  and	  subsequently	  
appropriated	  by	  contemporary	  culture	  also	  need	  to	  be	  added	  to	  this	  analysis.	  
	   Examples	  of	  the	  motifs	  active	  within	  Most	  Haunted	  that	  aid	  the	  overall	  spectacle	  of	  the	  show	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include	  a	  range	  of	  both	  technical	  (electronic	  equipment)	  and	  traditional	  Spiritualist	  devices	  used	  to	  
commune	  with,	  and	  measure	  the	  purported	  spirit	  activity	  taking	  place.	  Some	  of	  the	  motifs	  are	  
contemporary	  ghost	  hunting	  tools,	  such	  as	  the	  omnipresent	  Electro	  Magnetic	  Field	  meter	  (EMF)	  
which	  is	  used	  to	  measure	  fluctuations	  in	  the	  magnetic	  fields.	  During	  each	  episode	  of	  Most	  Haunted	  
the	  EMF	  meter	  is	  presented	  as	  offering	  evidence	  of	  paranormal	  spiritual	  activity.	  These	  associations	  
between	  the	  meter	  as	  a	  signifier	  of	  spiritual	  activity	  and	  a	  paranormal	  event	  occurring	  in	  the	  
programme	  become	  attached,	  despite	  there	  being,	  in	  reality,	  little	  proof	  that	  an	  EMF	  meter	  provides	  
such	  evidence.	  	  	  
	   Most	  Haunted	  also	  uses	  what	  are	  termed	  trigger	  objects;	  one	  example	  of	  a	  trigger	  object	  is	  a	  
bell	  in	  the	  investigation	  of	  the	  Rifles	  Museum	  in	  Salisbury	  (Most	  Haunted	  special	  recorded	  in	  2011).	  
The	  bell	  is	  heard	  ringing	  a	  number	  of	  times	  and	  is	  presented	  as	  paranormal	  activity	  /	  spirit	  
interaction.	  Trigger	  objects	  can	  be	  defined	  as	  items	  away	  from	  human	  contact	  (so	  if	  they	  move	  
human	  intervention	  is	  ruled	  out)	  that	  are	  used	  to	  capture	  spirit	  interaction.	  The	  trigger	  object	  could	  
be	  a	  sign	  of	  religious	  symbology,	  such	  as	  a	  cross53,	  or	  could	  be	  something	  that	  bears	  significance	  to	  
the	  location,	  itself	  such	  as	  the	  ancient	  clock	  at	  Woodchester	  Mansion	  where	  the	  pendulum	  is	  seen	  to	  
move	  by	  itself54.	  Smaller	  objects	  are	  often	  laid	  on	  bread	  flour	  so	  that	  if	  paranormal	  movement	  
occurs,	  the	  flour	  is	  disturbed,	  offering	  the	  team	  the	  opportunity	  to	  examine	  any	  marks	  that	  are	  
imprinted	  in	  the	  flour.	  Disturbances	  in	  the	  flour	  may	  present	  indications	  of	  how	  an	  object	  is	  moved	  
and	  may	  improve	  understandings	  of	  what	  may	  have	  moved	  it,	  including	  the	  direction	  of	  
movement55.	  Often	  the	  trigger	  objects	  are	  placed	  in	  areas	  of	  the	  location	  outside	  of	  areas	  the	  group	  
are	  investigating	  during	  the	  course	  of	  the	  nighttime	  vigil;	  so	  as	  to	  avoid	  the	  possibility	  someone	  may	  
inadvertently	  knock	  or	  move	  them.	  Any	  movements	  that	  occur	  are	  presented	  on-­‐screen	  alongside	  
close	  up	  shots	  of	  the	  object’s	  path	  and	  images	  of	  the	  disturbed	  flour.	  	  
	   Besides	  this,	  audio	  recordings	  are	  undertaken,	  usually	  on	  a	  Dictaphone	  or	  cassette	  recording	  
device.	  This	  is	  to	  capture	  the	  possible	  Electromagnetic	  Voice	  Phenomenon	  (EVPs).	  This	  method,	  first	  
devised	  in	  the	  1950s,	  is	  performed	  through	  the	  process	  of	  collecting	  audio	  from	  a	  location	  known	  to	  
be	  silent	  and	  then	  reviewing	  the	  tape	  for	  any	  spirit	  voices56.	  Other	  techniques	  include	  table	  tipping,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53	  The	  Most	  Haunted	  paranormal	  investigator	  Karl	  set	  up	  a	  cross	  trigger	  object	  in	  the	  team’s	  visit	  to	  
Derby	  Goal	  in	  Season	  1.	  The	  cross	  did	  appear	  to	  move	  but	  the	  moment	  itself	  was	  not	  captured	  on	  
tape.	  
54	  This	  event	  occurred	  during	  an	  episode	  of	  Most	  Haunted	  Live	  in	  2003	  where	  the	  team	  investigated	  
Woodchester	  -­‐	  https://www.youtube.com/watch?v=zHX63c-­‐FwN4	  
55	  The	  use	  of	  flour	  and	  /	  or	  a	  trigger	  object	  is	  utilised	  frequently	  in	  Most	  Haunted	  Series	  One	  by	  
parapsychologist	  Jason	  Karl,	  including	  the	  investigation	  at	  the	  Red	  Lion	  in	  Avebury.	  
56	   Attila	   von	   Szalay	   recorded	   some	   of	   the	   earliest	   reported	   EVPs	   in	   1956	   on	   a	   reel-­‐to-­‐reel	   tape	  
recorder.	  
 159	  
another	  early	  form	  of	  Spiritualist	  communication,	  where	  any	  spirits	  that	  come	  forward	  to	  those	  
connecting	  hands	  on	  the	  table	  are	  asked	  to	  communicate	  through	  moving	  the	  table,	  which	  
occasionally	  in	  Most	  Haunted	  involved	  the	  raising	  of	  it	  off	  the	  floor.	  Other	  spirit	  communicational	  
devices	  utilised	  by	  the	  team	  include	  the	  Ouija	  board,	  which	  involves	  a	  board	  of	  letters,	  and	  a	  ‘yes’	  
and	  ‘no’	  signifier,	  whereupon	  the	  group	  all	  touch	  a	  centralised	  glass	  (or	  planchette	  substitute)	  which	  
moves	  when	  allegedly	  receiving	  energy	  from	  a	  spirit,	  pushing	  the	  object	  towards	  the	  letters	  and	  the	  
‘yes’	  and	  ‘no’	  marker	  in	  order	  to	  communicate	  with	  the	  spirit	  by	  those	  conducting	  the	  sitting.	  The	  
introduction	  of	  episodes	  Ouija	  and	  table	  tipping	  within	  the	  Most	  Haunted	  narrative	  were	  brought	  
about	  after	  a	  2003	  Ofcom	  ruling	  that	  a	  parapsychologist	  would	  have	  to	  be	  part	  of	  any	  programme	  
that	  was	  deemed	  to	  be	  presenting	  occult	  practices.	  These	  would	  have	  been	  included	  before	  if	  
television	  codes	  had	  permitted	  it.	  The	  use	  of	  the	  Ouija	  board	  was	  a	  contentious	  issue	  with	  medium	  
Acorah	  on	  Most	  Haunted	  because	  he	  did	  not	  feel	  comfortable	  with	  the	  team	  using	  this	  method,	  far	  
rather	  having	  them	  communicate	  with	  spirit	  through	  him	  (Fielding	  et	  al.,	  2005:	  105).	  	  
	   Another	  significant	  signifier	  of	  spirit	  interaction	  within	  the	  earlier	  episodes	  of	  Most	  Haunted	  
is	  the	  visualisation	  of	  what	  is	  termed	  an	  'orb'.	  Orbs	  are	  understood	  to	  be	  a	  light	  anomaly	  captured	  on	  
camera.	  Many	  have	  informed	  the	  scholarly	  debate	  surrounding	  orbs,	  including	  Heinemann,	  who	  
regards	  these	  lights	  captured	  on	  camera	  as	  emanations	  from	  spirit	  beings	  (Heinemann	  and	  
Heinemann,	  2011:	  xviii)	  that	  possess	  a	  healing	  power.	  This	  notion	  of	  the	  healing	  power	  of	  orbs	  is	  
further	  reinforced	  through	  Cooper	  (2013)	  who	  interprets	  orbs	  as	  the	  givers	  of	  energy	  and	  spiritual	  
enlightenment	  (Cooper	  and	  Crosswell,	  2013:	  xv).	  Both	  aspects	  represent	  a	  spiritual	  theorising	  of	  this	  
light	  anomaly,	  one	  that	  is	  not	  conveyed	  through	  Most	  Haunted.	  
	   Within	  Most	  Haunted	  the	  language	  and	  motifs	  of	  paranormal	  detection	  have	  become	  
culturally	  emblematic	  of	  what	  it	  is	  to	  go	  'ghost	  hunting'.	  The	  nighttime	  ‘look’	  is	  embraced	  by	  large	  
numbers	  of	  ghost	  hunters	  online,	  including	  G.S.I	  Paranormal	  UK	  (Philips,	  2011)	  and	  Huff	  Paranormal	  
group	  (Huff	  Paranormal,	  2014).	  	  The	  programme’s	  representation	  of	  Spiritualism	  and	  paranormal	  
investigation	  has	  spawned	  a	  whole	  new	  following.	  Holloway	  discusses	  the	  nature	  of	  this	  cultural	  
proliferation	  linking	  the	  show	  and	  the	  popularity	  to	  the	  large	  number	  of	  companies	  that	  now	  enact	  
paranormal	  investigations,	  using	  the	  same	  methods	  and	  devices	  such	  as	  the	  séances,	  Ouija	  boards	  
and	  EMF	  meters	  alongside	  the	  obligatory	  Spiritualist	  medium,	  who	  through	  Most	  Haunted	  has	  
become	  the	  'father	  figure'	  or	  blueprint	  of	  the	  paranormal	  investigative	  team	  (2010:	  619),	  a	  situation	  
that	  suggests	  that	  Most	  Haunted	  has	  created	  a	  hyperreal	  fiction,	  not	  only	  in	  itself,	  but	  in	  the	  ways	  
fans	  and	  others	  have	  created	  a	  fictional	  simulation	  of	  the	  programme,	  copying	  the	  fictional	  devices	  
that	  Most	  Haunted	  uses	  when	  simulating	  the	  ‘reality’	  of	  the	  paranormal	  hunt	  (thereby	  producing	  a	  
copy	  of	  a	  copy	  without	  an	  original)	  further	  removing	  the	  authenticity	  of	  the	  Spiritualist	  experience.	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Fig	  5.3	  Poster	  advertising	  a	  ghost	  hunt	  at	  the	  Rifles	  Museum	  in	  Salisbury	  	  
	  
Here	  the	  importance	  of	  the	  ‘Top	  TV	  Paranormal	  Investigator’	  is	  clear,	  preferencing	  the	  importance	  of	  
a	  spectacle.	  Jorden	  himself	  being	  a	  personality	  within	  the	  media	  paranormal	  field	  as	  a	  member	  of	  
the	  cast	  in	  another	  television	  ghost	  hunting	  show,	  Screamers	  where	  the	  tag-­‐line	  states	  ‘A	  TV	  show	  
like	  no	  other,	  real	  locations,	  real	  people,	  real	  hauntings’	  (Jorden,	  2010).	  This	  reinforces	  the	  
hyperreality	  and	  ambiguity	  that	  is	  forming	  between	  the	  on-­‐screen	  occurrences	  and	  the	  genuine	  
people	  taking	  part.	  This	  hyperreality	  has	  transcended	  the	  televisual	  space	  into	  these	  paranormal	  
events	  advertised	  in	  the	  poster.	  The	  ghost-­‐hunt’s	  location	  is	  also	  significant,	  the	  Signals	  Museum	  –	  
Salisbury,	  the	  same	  location	  that	  the	  Most	  Haunted	  team	  visited	  in	  2011,	  therefore	  this	  ghost	  hunt	  
can	  be	  interpreted	  as	  replaying	  of	  a	  media	  ghost-­‐hunt,	  a	  simulated	  performance	  of	  an	  earlier	  media	  
event.	  
	   Holloway's	  research	  is	  further	  strengthened	  by	  Sewell,	  a	  member	  of	  The	  Association	  for	  the	  
Scientific	  Study	  of	  Anomalous	  Phenomena	  (ASSAP)	  who	  regards	  the	  proliferation	  of	  ghost	  hunting	  
techniques	  promoted	  by	  programmes	  like	  Most	  Haunted	  and	  the	  populist	  spectacle	  that	  has	  ensued	  
as	  undermining	  more	  scientific	  approaches	  to	  the	  study	  of	  the	  paranormal.	  Sewell	  highlights	  the	  
contemporary	  promotion	  of	  using	  cameras	  to	  capture	  orbs,	  obsession	  with	  EMF	  meters	  and	  their	  
inconclusiveness	  when	  analysing	  anomalous	  events.	  Sewell	  also	  draws	  on	  the	  expansion	  of	  ghost	  
hunting	  as	  a	  populist	  hobby,	  citing	  EMF	  meters	  as	  an	  example,	  where	  ghost	  hunters	  replicating	  the	  
media	  representation	  imply	  significant	  importance	  between	  a	  fluctuation	  or	  reading	  and	  a	  
paranormal	  occurrence.	  Sewell	  on	  this	  populist	  methodology	  says:	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they	  [the	  ghost	  hunters]	  found	  the	  results	  they	  were	  looking	  for…given	  how	  often	  an	  EMF	  
meter	  will	  register	  a	  reading	  in	  the	  hands	  of	  someone	  untrained,	  it	  is	  perfectly	  reasonable	  to	  
assume	  that	  these	  anecdotes	  [EMF	  fluctuations]	  are	  purely	  the	  result	  of	  coincidence	  (2010).	  
	  
Although	  Most	  Haunted	  and	  other	  programmes	  within	  the	  genre	  may	  have	  been	  responsible	  for	  this	  
growth	  in	  ghost	  hunting	  groups	  adopting	  similar	  methodologies	  of	  paranormal	  research,	  the	  act	  of	  
measuring	  and	  investigation	  offers	  a	  level	  of	  experiential	  'genuine'	  primary	  evidence	  collection	  and	  
spectacle.	  Koven	  (2007)	  problematises	  the	  information	  that	  is	  produced	  by	  ghost	  hunting	  
equipment,	  or	  as	  Most	  Haunted	  claims,	  the	  ‘evidence’	  that	  is	  produced	  by	  electronic	  devices	  such	  as	  
EMF	  meters.	  He	  argues	  that	  the	  devices	  offer	  only	  'presentational'	  evidence	  (2007:	  189),	  which	  
refers	  to	  the	  notion	  that	  the	  evidence	  presented	  through	  a	  technical	  device	  has	  a	  level	  of	  absolute	  
authority,	  thus	  outside	  of	  human	  interference	  and	  subsequently	  more	  compelling.	  Koven	  places	  this	  
in	  opposition	  to	  what	  he	  considers	  the	  'representational'	  evidence	  that	  is	  produced	  by	  the	  medium,	  
evidence	  provided	  under	  the	  pretext,	  where	  the	  audience	  only	  have	  the	  medium's	  word.	  What	  
should	  be	  considered	  and	  is	  ignored	  by	  Koven	  is	  that	  in	  Most	  Haunted	  what	  is	  often	  occurring	  is	  that	  
the	  electronic	  measuring	  devices	  (such	  as	  the	  EMF	  meters)	  are	  used	  to	  confirm	  the	  medium’s	  
interaction	  with	  spirit.	  For	  example	  Acorah	  might	  state	  the	  presence	  of	  a	  soul	  in	  the	  location,	  
Fielding	  would	  ask	  the	  team	  if	  they	  are	  aware	  of	  anything,	  and	  this	  interaction	  with	  spirit	  would	  be	  
either	  backed	  up	  or	  unconfirmed	  by	  team	  members	  Jason	  Karl,	  Phil	  Whyman	  or	  in	  later	  episodes	  
parapsychologist	  O’Keeffe	  who	  is	  monitoring	  EMF	  and	  temperature	  fluctuations.	  
	   The	  connection	  between	  the	  Acorah's	  statement	  and	  any	  activity	  being	  experienced	  on	  the	  
EMF	  meter	  (which	  the	  audience	  understand	  as	  indicator	  of	  paranormal	  activity)	  is	  presented	  as	  
interrelated	  and	  part	  of	  the	  same	  paranormal	  event,	  so	  that	  in	  the	  instances	  that	  the	  medium	  
confirms	  a	  spirit	  in	  the	  area	  and	  nothing	  is	  picked	  up	  on	  the	  meters,	  the	  medium	  becomes	  the	  
dominant	  force	  for	  confirmation	  of	  spirit	  presence	  over	  any	  scientific	  method.	  Rarely,	  when	  these	  
connections	  are	  made,	  are	  there	  any	  further	  discussions	  over	  other	  possible	  reasons	  for	  the	  lack	  of	  
an	  EMF	  reading.	  Thus	  the	  spectacle	  of	  mediumship	  is	  further	  enhanced	  whereby	  either	  there	  is	  
confirmation	  of	  the	  medium’s	  ability	  through	  a	  metered	  anomaly,	  taking	  place,	  or	  the	  medium’s	  
evidence	  overrules	  any	  scientific	  device	  on	  the	  programme,	  where	  the	  narrative	  continues	  the	  belief	  
in	  what	  the	  Spiritualist	  medium	  is	  stating,	  emphasises	  the	  importance	  of	  the	  spectacle	  associated	  
with	  the	  medium	  over	  the	  technical	  recording	  of	  data	  in	  the	  background.	  An	  example	  of	  this	  comes	  
in	  the	  first	  episode	  of	  Most	  Haunted	  where	  the	  team	  are	  investigating	  Athelhampton	  Hall	  in	  Dorset	  
(LIVINGtv,	  2002).	  Acorah	  locates	  the	  spirit	  of	  an	  Alfred	  de	  la	  Fontaine.	  Paranormal	  investigator	  Karl	  is	  
asked	  to	  scan	  the	  area	  but	  cannot	  pick	  up	  any	  EMF	  fluctuations.	  Despite	  this,	  the	  narrative	  privileges	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Acorah’s	  claims	  regarding	  the	  spirit,	  including	  a	  confirmation	  that	  appears	  on	  the	  screen	  confirming	  
the	  de	  la	  Fontaine	  name	  as	  a	  previous	  owner	  of	  the	  location.	  	  
	   Having	  so	  far	  examined	  what	  may	  be	  regarded	  as	  the	  ghost	  hunting	  devices	  that	  are	  
featured	  within	  the	  programme,	  there	  is	  another	  predominant	  narrative	  force	  within	  the	  show,	  
driving	  the	  unfolding	  story	  lines,	  that	  of	  the	  Spiritualist	  medium.	  The	  predominant	  Spiritualist	  
medium	  personas	  of	  Most	  Haunted	  are	  Derek	  Acorah,	  David	  Wells,	  Gordon	  Smith	  and	  latterly	  Chris	  
Conway.	  These	  are	  the	  men	  that	  provide	  the	  mediations	  between	  the	  physical	  world	  and	  the	  spirit	  
world	  for	  the	  Most	  Haunted	  team	  and	  audience	  and	  are	  fundamental	  to	  the	  unfolding	  events	  and	  
the	  cognitive	  learning	  of	  the	  audience	  regarding	  what	  they	  are	  viewing	  on	  the	  screen	  in	  relation	  to	  
the	  communion	  with	  spirit.	  The	  exchanges	  between	  the	  medium	  and	  the	  team	  are	  performed	  largely	  
through	  two	  different	  forms	  of	  interaction.	  Most	  frequently	  the	  medium	  will	  pass	  on	  basic	  
information	  about	  the	  location,	  the	  residual	  energy	  'ghosts'	  and	  the	  visiting	  spirits	  that	  continue	  to	  
occupy	  the	  space.	  The	  Most	  Haunted	  team	  cite	  ‘residual	  energy’	  as	  a	  force	  left	  behind	  by	  people	  
when	  they	  die.	  This	  energy	  is	  left	  in	  buildings	  and	  spaces,	  and	  sometimes	  is	  presented	  as	  a	  reason	  
why	  people	  experience	  ghosts.	  A	  visiting	  spirit	  is	  refered	  to	  as	  a	  spirit	  that	  comes	  back	  to	  a	  location	  
and	  literally	  haunts	  the	  space.	  Both	  categories	  of	  manifestation	  are	  understood	  as	  possessing	  levels	  
of	  interaction	  within	  Most	  Haunted.	  The	  interaction	  with	  spirit	  can	  include	  communication	  regarding	  
names	  and	  various	  situations	  that	  relate	  to	  these	  souls	  and	  through	  his	  mediumship	  Acorah	  relays	  
these	  back	  to	  the	  team	  and	  audience.	  	  
	   The	  second	  method	  of	  communicating	  with	  spirit	  through	  the	  medium	  is	  a	  more	  direct	  and	  
often	  takes	  on	  a	  far	  more	  confrontational	  approach.	  This	  method	  witnesses	  the	  Spiritualist	  medium	  
performing	  a	  channelling	  of	  a	  spirit.	  In	  order	  for	  this	  to	  happen	  the	  medium	  is	  ‘entered’	  by	  the	  
disembodied	  soul.	  As	  discussed	  in	  chapter	  4	  this	  is	  where	  the	  medium	  enables	  a	  spirit	  to	  take	  over	  
their	  physical	  body	  to	  communicate	  once	  more	  in	  the	  physical	  realm.	  Under	  this	  set	  of	  
circumstances	  the	  medium	  vocalises	  what	  the	  spirit	  wants	  to	  communicate	  and	  takes	  on	  their	  
character.	  This	  vocalisation	  is	  described	  by	  the	  Most	  Haunted	  as	  'Direct	  Voice	  Phenomenon,'	  and	  is	  
signified	  by	  the	  way	  in	  which	  the	  medium	  is	  seen	  to	  change	  their	  voice,	  taking	  on	  new	  
characteristics,	  both	  audibly	  and	  linguistically	  that	  are	  distinguishably	  different	  to	  their	  own	  voice,	  
which	  is	  known	  to	  the	  audience	  before	  entering	  this	  state.	  The	  medium	  may	  also	  physically	  change,	  
bending	  down	  to	  appear	  shorter,	  or	  strut	  about,	  according	  to	  the	  spirit	  they	  are	  purporting	  to	  
channel.	  ‘Direct	  Voice	  Phenomena’	  offers	  another	  referential	  code	  that	  the	  audience	  are	  familiar	  
with	  within	  this	  simulated	  world	  and	  alerts	  them	  (and	  the	  show’s	  crew)	  to	  the	  notion	  that	  a	  spirit	  is	  
present.	  This	  form	  of	  spirit	  interaction,	  where	  the	  communication	  is	  direct	  from	  spirit	  to	  the	  Most	  
Haunted	  team	  dramatically	  changes	  the	  dynamic	  of	  the	  narrative,	  whereby	  the	  members	  of	  the	  cast	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perform	  a	  far	  more	  intrinsic	  part	  of	  re-­‐enacting	  the	  story,	  one	  where	  they	  can	  interact	  with	  the	  
seemingly	  disembodied	  spirit,	  asking	  questions	  and	  challenging	  the	  spirit	  as	  to	  their	  identity	  and	  
motives	  for	  'coming	  through'	  and	  possessing	  the	  medium.	  In	  this	  situation,	  rather	  than	  bearing	  
witness	  to	  the	  unfolding	  mediumship,	  the	  team	  are	  directly	  conversing	  with	  the	  often-­‐
confrontational	  soul.	  	  	  
	   Drawing	  this	  back	  to	  the	  notion	  that	  the	  contemporary	  media	  Spiritualist	  experience	  has	  
moved	  away	  from	  the	  traditional	  and	  become	  entrenched	  in	  the	  media	  spectacle,	  the	  possession	  of	  
this	  interplay	  of	  conflict	  and	  action	  between	  the	  spirit	  and	  the	  crew	  (mostly	  Fielding)	  becomes	  a	  
recurring	  dynamic	  within	  Most	  Haunted	  and	  one	  that	  can	  be	  interpreted	  as	  another	  simulation	  of	  a	  
fictional	  narrative,	  in	  much	  the	  same	  way	  as	  the	  action	  and	  suspense	  between	  the	  cast	  and	  ghost	  in	  
a	  fictional	  paranormal	  film	  such	  as	  the	  conflict	  between	  the	  cast	  during	  the	  possession	  of	  the	  
character	  of	  Regan	  in	  The	  Exorcist.	  
	   To	  enhance	  the	  opportunities	  for	  spirit	  interaction,	  the	  show	  often	  utilises	  a	  more	  historic	  
Spiritualist	  form	  of	  communication,	  that	  of	  the	  séance.	  While	  this	  traditional	  Spiritualist	  undertaking	  
is	  normally	  only	  performed	  with	  Spiritualist	  practitioners	  such	  as	  the	  medium	  at	  the	  head	  of	  the	  
table,	  what	  occurs	  within	  Most	  Haunted	  is	  that	  the	  séance	  occasionally	  has	  been	  performed	  without	  
Acorah	  or	  another	  medium	  present.	  The	  team	  members	  performing	  the	  séance	  each	  take	  turns	  to	  
call	  out	  to	  spirit	  and	  provide	  feedback	  to	  the	  audience	  on	  any	  noticeable	  environmental	  changes	  
such	  as	  smells,	  sudden	  cold	  sensations	  or	  any	  noises	  that	  may	  have	  been	  heard	  by	  the	  team	  that	  are	  
unlikely	  to	  have	  been	  picked	  up	  on-­‐camera.	  	  	  	  
	   Discussions	  of	  the	  séance	  within	  Most	  Haunted	  by	  Fielding	  and	  the	  team	  centre	  on	  basic	  
understandings	  of	  the	  process.	  They	  explain	  the	  rudimentary	  elements	  of	  the	  practice,	  such	  as:	  the	  
participants	  hold	  hands	  in	  a	  circle	  and	  that	  the	  séance	  is	  a	  method	  to	  speak	  to	  the	  dead.	  The	  Most	  
Haunted	  séances	  provide	  a	  critical	  stage	  of	  the	  narrative	  structure,	  the	  séance	  is	  usually	  held	  
towards	  the	  concluding	  part	  of	  the	  team’s	  vigil	  in	  the	  location	  and	  serve	  to	  clarify	  earlier	  reported	  
communications	  with	  spirit,	  or	  as	  a	  final	  chance	  to	  capture	  spirit	  interaction.	  Despite	  the	  séance’s	  
prominence	  acting	  as	  a	  crescendo	  to	  the	  proceedings,	  there	  is	  little	  discussion	  on	  the	  origination	  or	  
Spiritualist	  framework	  attached	  to	  this	  undertaking,	  such	  as	  the	  use	  of	  combined	  energies	  of	  people	  
within	  the	  circle	  to	  bring	  forward	  spirit	  communication.	  What	  little	  is	  imparted	  to	  the	  audience	  
about	  the	  séance	  as	  a	  Spiritualist	  practice	  is	  usually	  presented	  through	  a	  spectacle	  of	  danger	  through	  
the	  suggestion	  that	  what	  the	  team	  are	  performing	  carries	  a	  level	  of	  risk,	  very	  often	  through	  citing	  
incidences	  of	  people	  going	  mad	  after	  breaking	  the	  séance	  circle	  (Fielding	  et	  al.,	  2005:	  57).	  
	   The	  séance	  is	  a	  defining	  moment	  within	  the	  Most	  Haunted	  context,	  the	  practice	  is	  presented	  
as	  an	  exciting	  spectacle	  to	  watch	  and	  see	  if	  anything	  'happens'.	  The	  séance	  is	  introduced	  as	  a	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Spiritualist	  practice	  for	  contacting	  the	  dead	  spirits	  the	  team	  have	  encountered	  during	  the	  
investigation,	  and	  it	  is	  thrown	  forward	  to	  by	  Fielding	  as	  a	  hightened	  moment	  of	  spectacle	  in	  the	  
show,	  a	  kind	  of	  dénouement,	  where	  a	  fundamental	  aspect	  of	  the	  belief	  system	  of	  Spiritualism	  is	  
presented	  as	  a	  resolution	  to	  the	  situation,	  because	  of	  the	  claim	  that	  through	  the	  communication	  the	  
team	  can	  confirm	  events	  and	  spirits	  encountered	  during	  the	  investigation.	  However,	  the	  séance	  
exists	  primarily	  as	  a	  spectacle	  of	  the	  paranormal,	  having	  in	  its	  media	  forms	  become	  an	  empty	  sign	  
that	  has	  lost	  all	  but	  the	  traces	  of	  its	  signifying	  connections	  to	  the	  function	  of	  the	  séance	  within	  
Spiritualist	  beliefs	  and	  practices.	  	  
	   The	  media	  séance	  displaces	  discourses	  that	  provide	  meaning	  to	  Spiritualism;	  The	  Most	  
Haunted	  séance	  is	  promoted	  as	  a	  tool	  on	  the	  show,	  a	  kind	  of	  production	  that	  will	  incite	  a	  moment	  of	  
spectacular	  revelation.	  Through	  the	  editing	  and	  stylistic	  production,	  cameras	  cut	  from	  footage	  of	  the	  
medium	  one	  moment,	  to	  the	  next	  focusing	  under	  the	  table.	  Little	  of	  the	  complex	  exchanges	  that	  
Owen	  disscusses	  between	  the	  medium,	  the	  sitters	  and	  any	  spirits	  that	  are	  contacted	  (2004b:	  222)	  
forms	  part	  of	  the	  media	  séance,	  only	  the	  heightened	  moments	  of	  action,	  where	  tapping	  sounds	  are	  
reported,	  sensations	  that	  a	  sitter	  has	  been	  touched	  or	  their	  face	  breathed	  on	  by	  a	  ‘spirit’	  or	  the	  table	  
itself	  moves	  are	  reported.	  The	  divestment	  in	  orthodox	  practice	  is	  reflected	  by	  the	  team’s	  interaction	  
with	  the	  séance.	  Far	  from	  understanding	  that	  the	  séance	  as	  forming	  an	  important	  part	  of	  traditional	  
Spiritualism	  and	  its	  belief	  system,	  there	  is	  little	  respect	  shown	  for	  this;	  members	  often	  break	  the	  
circle	  on	  the	  programme	  and	  talk	  over	  or	  interrupt	  the	  medium.	  The	  presence	  of	  the	  camera	  and	  
soundman	  is	  also	  another	  important	  aspect	  in	  tracing	  how	  the	  spectacle	  has	  displaced	  the	  
discourses	  that	  provide	  meaning	  to	  Spiritualism.	  In	  the	  case	  of	  Most	  Haunted	  the	  camera	  is	  not	  
located	  in	  the	  neutral	  observational	  position.	  The	  crew,	  who	  are	  in	  charge	  of	  making	  a	  show,	  are	  
directing	  what	  is	  shown.	  Thus	  through	  both	  the	  presentation	  and	  production,	  the	  media	  séance	  




The	  Auditory	  Language	  of	  Spectacle	  within	  Most	  Haunted	  
The	  on-­‐screen	  narration	  and	  vocalised	  language	  of	  Most	  Haunted	  also	  confirms	  a	  re-­‐circulation	  of	  
the	  paranormal	  and	  Spiritualist	  motifs	  mentioned	  above.	  Often	  references	  are	  made	  to	  EVPs	  or	  EMF	  
meter	  readings,	  and	  there	  is	  excitement	  regarding	  the	  prospect	  of	  the	  team	  embarking	  on	  a	  séance.	  	  
In	  the	  first	  few	  episodes	  Fielding	  introduces	  Jason	  Karl,	  the	  show's	  resident	  paranormal	  investigator,	  
who	  runs	  through	  the	  equipment	  being	  used	  by	  the	  team,	  what	  they	  are	  looking	  for	  and	  the	  
methodologies	  of	  ghost	  hunting	  and	  the	  terminologies	  applied	  within	  the	  programme.	  Discussions	  of	  
 165	  
the	  language	  codes	  within	  Most	  Haunted	  have	  been	  omitted	  from	  scholarly	  critique;	  these	  language	  
signifiers	  can	  be	  broken	  up	  and	  attributed	  to	  the	  differing	  sub	  groups,	  where	  different	  members	  of	  
the	  programme	  team,	  according	  to	  their	  area	  of	  expertise	  will	  use	  specific	  words	  and	  phrases.	  	  
When	  deconstructing	  the	  team	  linguistics	  within	  Most	  Haunted	  there	  are	  clear	  categories	  
present	  and	  utilised	  by	  different	  personas	  within	  the	  programme.	  The	  largest	  category	  in	  numbers	  is	  
the	  crew.	  These	  are	  members	  of	  the	  investigation	  in	  charge	  of	  camera	  equipment,	  sound	  and	  
auxiliary	  tasks	  such	  as	  makeup.	  The	  linguistic	  style	  present	  within	  this	  category	  is	  a	  very	  relaxed	  style	  
emblematic	  of	  reality	  television,	  unscripted,	  utilising	  culturally	  based	  colloquialisms	  regarding	  the	  
paranormal	  such	  as	  ‘phantoms,’	  ‘ghosts,’	  ‘ghouls,’	  ‘creepy,’	  ‘foreboding,’	  ‘spectres’	  and	  ‘scary,’	  and,	  
in	  using	  such	  language,	  the	  crew	  become	  imagined	  voices	  of	  the	  audience.	  The	  crew	  also	  comment	  
on	  the	  unfolding	  events	  during	  the	  investigation	  and	  personal	  observations	  of	  anomalies	  such	  as	  
strange	  lights,	  cold	  spots	  and	  sensations	  such	  as	  being	  touched.	  	  
An	  additional	  core	  linguistic	  category	  found	  embedded	  within	  the	  narrative	  of	  Most	  Haunted	  
is	  framed	  by	  a	  more	  formal	  scientific	  approach	  to	  the	  investigation.	  This	  is	  the	  language	  of	  the	  
parapsychologist;	  this	  language	  takes	  the	  form	  of	  scientific	  linguistic	  modes	  of	  conversing,	  words	  and	  
phrases	  that	  articulate	  the	  measurement	  of	  paranormal	  activity	  through	  temperature	  and	  electro	  
magnetic	  fluctuations	  while	  articulating	  arguments	  as	  to	  why	  an	  anomalous	  event	  may	  have	  a	  
human	  explanation.	  
	   Most	  significantly	  for	  this	  research	  is	  the	  linguistic	  approach	  of	  the	  Spiritualist	  medium.	  
Acorah	  and	  later,	  Wells,	  Smith	  and	  Conway	  converse	  using	  what	  may	  be	  interpreted	  as	  traditional	  
Spiritualist	  terminologies	  as	  detailed	  by	  Wooffitt	  (2006).	  Where	  the	  team	  and	  the	  audience	  become	  
the	  sitter	  to	  the	  medium’s	  demonstration	  of	  mediumship,	  the	  mediums	  within	  Most	  Haunted	  use	  
traditional	  Spiritualist	  terms	  such	  as,	  ‘residual	  energy,’	  ‘astral	  being,’	  ‘essence,’	  ‘spirit	  guide,’	  
‘grounded	  spirits,’	  ‘spirits	  in	  visitation,’	  and	  ‘psychic’	  and	  ‘spirit	  energy’.	  These	  Spiritualist	  
terminologies	  are	  discussed	  by	  Cannon,	  who	  views	  the	  spirit	  guide	  as:	  
	  
guardian	  spirits.	  Usually	  it	  is	  someone	  that	  you	  have	  had	  a	  close	  bond	  with…they	  are	  helping	  
you	  go	  through	  your	  learning	  period	  and	  helping	  protect	  you.	  These	  are	  serving	  their	  purpose	  
on	  the	  spirit	  level	  (1996:	  132).	  
	  
Each	  set	  of	  linguistic	  characteristics	  and	  terminologies	  is	  largely	  unique	  to	  each	  sub	  group	  of	  the	  
team	  but	  sometimes	  members	  cross	  over	  and	  use	  more	  than	  one	  linguistic	  style.	  For	  example	  
Fielding	  may	  refer	  to	  a	  spirit	  guide	  when	  seeking	  clarification	  on	  something	  that	  the	  medium	  has	  
stated.	  One	  key	  area	  of	  terminology	  used	  by	  the	  production	  team	  features	  a	  more	  formal	  scientific	  
linguistic	  style;	  words	  that	  may	  be	  considered	  more	  concrete	  and	  exacting,	  such	  as	  'investigation,'	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and	  'evidence'.	  Attention	  is	  also	  drawn	  to	  areas	  in	  the	  location	  considered	  to	  be	  the	  'epicentre	  of	  
paranormal	  activity'.	  These	  are	  the	  terms	  often	  used	  by	  Fielding	  in	  her	  role	  as	  presenter	  and	  voice	  
over,	  and	  the	  show's	  parapsychologist,	  so	  there	  is	  evidence	  of	  appropriation	  of	  different	  linguistic	  
styles	  but	  largely	  these	  sub	  groups	  maintain	  their	  own	  linguistics.	  	  
	   Production	  of	  the	  programme	  also	  allows	  for	  additional	  spoken	  language	  outside	  of	  the	  
diegetic	  sound	  from	  the	  location	  recording,	  this	  is	  realised	  through	  voice-­‐over	  narrations	  where	  
presenter	  Fielding	  imparts	  details	  regarding	  Acorah's	  abilities	  as	  a	  Spiritualist	  medium,	  these	  short	  
excerpts	  include	  brief	  explanations	  of	  how	  Acorah	  communicates	  with	  spirit	  through	  his	  spirit	  guide	  
'Sam'.	  There	  are	  also	  on-­‐screen	  titles	  and	  occasional	  voice-­‐overs	  that	  appear	  after	  Acorah	  has	  either	  
provided	  a	  reading,	  has	  communicated	  with	  spirit,	  or	  is	  channelling	  a	  spirit.	  The	  titles	  will	  either	  
confirm	  that	  Acorah's	  statements	  are	  correct	  or	  they	  will	  state	  that	  there	  are	  no	  records	  of	  this	  
person	  or	  incident.	  The	  use	  of	  these	  linguistic	  registers	  would	  suggest	  a	  genuine	  method	  to	  maintain	  
the	  reality	  of	  both	  Acorah’s	  mediumship	  and	  the	  integrity	  of	  the	  investigation,	  however	  these	  
statements	  further	  conceal	  that	  what	  is	  occurring	  is	  a	  spectacle.	  Here	  the	  medium	  and	  the	  messages	  
he	  conveys	  are	  presented	  in	  a	  game-­‐show	  fashion	  where	  the	  audience	  can	  see	  how	  much	  he	  is	  
getting	  correct,	  again	  illustrating	  how	  Spiritualism	  has	  become	  the	  base	  for	  the	  spectacle.	  
	   Outside	  of	  these	  distinct	  linguistic	  verbal	  communications,	  but	  still	  very	  much	  part	  of	  the	  
production	  of	  Most	  Haunted	  are	  other	  forms	  of	  auditory	  communication.	  Heholt	  (2012)	  discusses	  
the	  importance	  of	  sound	  (with	  reference	  to	  Most	  Haunted	  Live)	  and	  argues	  that	  within	  the	  
programme	  sound	  itself	  is	  subverted,	  suggesting	  that	  it	  is	  quite	  often	  the	  unheard	  that	  becomes	  the	  
focus	  of	  attention	  for	  the	  team.	  An	  example	  of	  this	  is	  often	  presented	  through	  a	  cameraman	  
announcing	  that	  they	  can	  hear	  a	  noise;	  the	  noise	  is	  automatically	  inferred	  to	  be	  paranormal,	  yet	  
nothing	  is	  picked	  up	  by	  any	  of	  the	  audio	  recording	  devices	  or	  the	  soundman.	  This	  creates	  a	  
significant	  area	  of	  sound	  as	  spectacle	  (even	  in	  its	  absence).	  In	  this	  context,	  it	  is	  the	  unheard	  that	  
becomes	  the	  source	  of	  fascination,	  whereupon	  the	  moment	  the	  team	  ‘hear’	  the	  sound,	  this	  is	  
through	  production,	  replayed	  twice,	  occasionally	  in	  slow	  motion,	  initiating	  almost	  a	  sense	  of	  
frustration	  when	  the	  audience	  fail	  to	  hear	  anything	  the	  team	  have	  sensed.	  
	   Off-­‐screen	  sound	  is	  another	  significant	  factor	  within	  Most	  Haunted,	  the	  viewer	  is	  often	  
asked	  to	  listen	  to	  taps	  and	  noises	  that	  can	  be	  heard	  in	  order	  to	  interpret	  what	  they	  are	  and	  where	  
they	  are	  emanating	  from.	  	  The	  use	  of	  off-­‐screen	  sound	  in	  film	  is	  theorised	  by	  Bordwell	  and	  
Thompson,	  who	  argue	  that	  this	  mechanic	  is	  a	  large	  preoccupation	  of	  the	  horror	  genre	  (1997:	  318),	  
suggesting	  again	  that	  it	  is	  fictional	  discourses	  that	  form	  the	  basis	  of	  the	  media	  spectacle	  of	  the	  
paranormal.	  
	   An	  example	  of	  a	  specific	  incident	  where	  the	  language	  of	  sound	  is	  imperative	  to	  the	  creation	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of	  spectacle	  occurs	  in	  Episode	  1	  of	  Most	  Haunted	  when	  the	  team	  are	  investigating	  Athelhampton	  
House	  in	  Dorset.	  During	  part	  of	  the	  programme	  where	  Acorah	  is	  communicating	  with	  the	  spirit	  of	  Sir	  
William	  Martyn	  (the	  house's	  owner)	  an	  on-­‐screen	  sound	  can	  be	  heard	  from	  an	  adjoining	  room.	  
Fielding,	  Acorah	  and	  the	  team	  investigate,	  only	  to	  find	  a	  child's	  cot	  is	  rocking	  seemingly	  of	  its	  own	  
accord,	  making	  the	  noise	  as	  it	  moves	  across	  the	  wooden	  floor.	  This	  noise	  and	  occurrence	  ignites	  
great	  excitement	  within	  the	  team.	  During	  the	  exchanges	  regarding	  the	  cot	  and	  noise	  that	  was	  made	  
there	  is	  a	  further	  strengthening	  of	  the	  theory	  that	  the	  unheard	  sound	  is	  also	  part	  of	  the	  creation	  of	  
spectacle.	  This	  exchange	  takes	  place	  between	  the	  building's	  current	  owner	  Andrea	  Cooke	  and	  
Fielding:	  
	  
Fielding:	   	   Do	  you	  know	  something,	  and	  I'm	  not	  adding	  this	  in	  but	  when	  I	  heard	  	  
	   	   	   the	  thing	  [cot	  rocking	  sound]...did	  you	  cry	  out?	  Did	  you	  go	  Ahh	  or	  	  
	   	   	   anything?	  
	  
Andrea	  Cooke:	   Well	  I	  said	  it's	  the	  cot	  rocking	  
	  
Fielding:	   	   Before	  that...did	  you	  hear	  it?	  It	  was	  like	  a	  child	  cry	  or	  a	  woman,	  or	  	  
	   	   	   something	  like	  that.	  
	  
Exemplified	  in	  this	  exchange	  is	  a	  mix	  of	  sound	  audible	  to	  the	  audience	  (the	  cot	  rocking)	  alongside	  
Fielding’s	  additional	  sound,	  which	  is	  not	  discernible	  on	  the	  footage,	  the	  sound	  of	  a	  woman’s	  cry.	  
Here	  is	  an	  example	  of	  how	  on-­‐screen	  and	  off-­‐screen	  sound	  can	  work	  together	  to	  create	  spectacle	  for	  
the	  audience	  who	  are	  aware	  of	  the	  noise	  made	  by	  the	  cot	  yet	  are	  not	  privy	  to	  the	  woman’s	  cry	  
despite	  replays	  of	  the	  event.	  	  
Additional	  work	  has	  been	  carried	  out	  on	  the	  theorisation	  of	  the	  audible	  performance	  of	  
spectacle	  within	  Most	  Haunted.	  Dixon	  discusses	  other	  auditory	  expulsions	  in	  her	  work	  Scream:	  The	  
Sound	  of	  the	  Monstrous,	  in	  which	  she	  critiques	  the	  non	  speech	  vocalised	  expressions	  such	  as	  
screams	  that	  throughout	  the	  entire	  programme’s	  broadcast	  run	  became	  a	  well	  known	  motif	  of	  the	  
show,	  in	  which	  Fielding	  and	  other	  team	  members	  such	  as	  Cath	  Howe	  would	  often	  react	  or	  notify	  the	  
audience	  to	  potential	  incidents	  of	  paranormal	  through	  the	  act	  of	  screaming.	  In	  relation	  to	  Fielding	  
and	  Acorah,	  Dixon	  draws	  on	  a	  sonic	  duality,	  suggesting	  that	  the	  dynamic	  of	  the	  show	  is	  reminiscent	  
of	  the	  horror	  genre,	  arguing	  that	  Acorah	  emanates	  sounds	  of	  possession,	  through	  his	  grunts	  and	  
groans	  (during	  the	  periods	  he	  is	  channelling	  spirit).	  Conversely	  Fielding,	  ‘the	  screamer,’	  
counterbalances	  this	  dynamic.	  Dixon	  views	  these	  opposing	  vocalisations	  as	  being	  responsible	  for	  
what	  she	  frames	  as	  the	  'frisson	  of	  excitement	  around	  the	  sheer	  unpredictability	  of	  events	  and	  
reactions'	  that	  take	  place	  within	  the	  narrative'	  (2011:	  436),	  again	  reinforcing	  the	  overall	  spectacular	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of	  the	  programme.	  While	  a	  detailed	  appraisal	  of	  the	  male	  and	  female	  roles	  in	  relation	  to	  the	  
Spiritualist	  medium	  and	  the	  creation	  of	  spectacle	  were	  undertaken	  in	  chapter	  4,	  Dixon's	  theories	  of	  
gender	  relations	  in	  Most	  Haunted	  provide	  an	  approach	  to	  reading	  the	  spectacle	  being	  created	  as	  one	  
played	  out	  through	  opposing	  vocalisations	  of	  the	  female	  'screamer'	  and	  of	  the	  male	  'possessed'.	  
Dixon	  highlights	  areas	  of	  the	  masculine	  and	  feminine	  roles	  that	  occupy	  the	  contemporary	  
paranormal	  television	  performance,	  arguing	  largely	  that	  the	  female	  sound	  of	  screaming	  offers	  a	  
culturally	  accepted	  display	  of	  femininity,	  particularly	  when	  set	  in	  the	  horror	  genre,	  which	  Dixon	  
views	  Most	  Haunted	  as	  being.	  Dixon	  suggests	  that	  as	  the	  series	  progresses	  Acorah’s	  male	  animal-­‐like	  
grunting	  and	  shouting	  during	  the	  channelling	  of	  spirit	  becomes	  accentuated,	  while	  in	  opposition	  
Fielding’s	  screaming	  shifts	  to	  what	  is	  described	  as	  ‘machismo	  in	  the	  face	  of	  such	  phenomena’	  (2011:	  
445).	  Fielding’s	  ‘machismo’	  offers	  another	  useful	  aspect	  to	  the	  notion	  of	  male	  on-­‐screen	  spectacle.	  
Through	  Fielding	  taking	  on	  a	  heroic	  male	  characteristic	  and	  confronting	  Acorah’s	  grotesque	  
spectacle,	  this	  reinforces	  the	  relationship	  between	  the	  embodiment	  of	  male	  and	  its	  relationship	  to	  
the	  Spiritualist	  spectacle	  on	  television.	  
	   All	  of	  these	  on-­‐screen,	  off-­‐screen	  and	  audible	  presentations	  and	  linguistic	  devices	  work	  
together	  to	  shape	  the	  narrative	  and	  provide	  the	  overriding	  modus	  operandi	  of	  the	  show,	  yet	  in	  all	  
this	  milieu	  of	  physical	  and	  spiritual	  noise	  mediated	  through	  mediumistic	  communication,	  where	  is	  
the	  discussion	  of	  the	  traditional	  Spiritualist	  practices	  used	  by	  Acorah,	  and	  the	  beliefs	  that	  are	  central	  
to	  the	  events	  being	  played	  out	  in	  the	  programme?	  The	  comment	  and	  explanation	  offered	  within	  
Most	  Haunted	  is	  largely	  superficial	  and	  blunt	  in	  nature.	  The	  viewers	  are	  never	  privy	  to	  any	  deeper	  
theological	  discussions	  of	  Spiritualism	  as	  a	  belief	  system,	  other	  than	  crude	  articulations	  that	  present	  
Acorah	  as	  a	  Spiritualist	  medium	  who	  talks	  to	  the	  dead.	  When	  trying	  to	  theorise	  this	  lack	  of	  
engagement	  in	  what	  Spiritualism	  is	  as	  a	  traditional	  belief	  system,	  Koven	  draws	  on	  the	  overall	  framing	  
of	  the	  programme	  by	  television	  governing	  bodies,	  as	  noted	  earlier,	  which	  places	  Most	  Haunted	  
within	  the	  entertainment	  genre,	  where	  the	  programme	  is	  legally	  introduced	  as:	  'for	  entertainment	  
purposes	  only'	  (2007:	  199).	  Hill	  acknowledges	  this	  entertainment	  label	  but	  believes	  that	  audiences	  
adopt	  a	  range	  of	  stances	  to	  the	  show	  in	  negotiating	  the	  staging	  of	  reality	  alongside	  critical	  views	  on	  
media	  production	  to	  engage	  with	  claims	  of	  truth	  (2010:	  87).	  Koven	  however	  takes	  a	  differing	  
position,	  citing	  Hufford	  and	  his	  theories	  of	  'traditions	  of	  disbelief'	  (1982)	  where	  the	  placement	  of	  the	  
paranormal	  television	  show	  as	  entertainment	  can	  be	  seen	  as	  reinforcement	  in	  the	  media	  of	  
dominant	  strands	  of	  rationality:	  
	  
science,	  as	  well	  as	  the	  academy,	  has	  no	  room	  for	  ghosts.	  “First,	  we	  may	  say	  that	  traditions	  of	  
disbelief	  in	  modern	  Western	  culture	  .	  .	  .	  operate	  primarily	  by	  criticizing	  what	  are	  believed	  to	  
be	  the	  grounds	  of	  the	  supernatural	  belief"	  (Koven,	  2007:	  199).	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This	  statement	  through	  its	  use	  of	  the	  term	  ‘traditional,’	  envisages	  science	  and	  rationality	  as	  being	  
placed	  higher	  in	  the	  order	  of	  everyday	  understandings	  within	  contemporary	  life	  than	  discussions	  of	  
spiritual	  or	  mystical.	  This	  analogy	  placing	  notions	  of	  the	  mystical	  as	  outside	  of	  Western	  rationalities	  
is	  interesting	  as	  this	  rationality	  regarding	  supernatural	  was	  picked	  up	  and	  detailed	  in	  chapter	  3	  of	  
this	  research,	  where	  despite	  what	  may	  be	  considered	  renewed	  interest	  in	  aspects	  of	  the	  mystical	  in	  
the	  media,	  these	  representations	  are	  only	  presenting	  a	  simulation	  of	  the	  enchanted	  and	  mystical.	  In	  
this	  paradigm,	  Koven	  appears	  to	  be	  arguing	  that	  the	  traditional	  modernist	  belief	  structures	  of	  
science	  and	  rationality	  are	  still	  prevalent	  when	  discussing	  the	  areas	  of	  the	  paranormal	  or	  what	  he	  
terms	  'folk	  beliefs'	  (2007:	  199).	  Thus	  the	  audience	  experience	  of	  Spiritualism,	  through	  Acorah	  and	  
latterly	  Wells,	  Smith	  and	  Conway	  in	  Most	  Haunted,	  is	  one	  that	  is	  only	  ever	  going	  to	  be	  articulated	  as	  
a	  spectacle,	  leaving	  out	  any	  presentations	  or	  discussions	  of	  the	  medium's	  ability	  to	  commune	  with	  
spirit	  as	  part	  of	  a	  traditional	  Spiritualist	  theological	  belief	  framework.	  
	   Hill	  discusses	  the	  audience	  experience	  of	  watching	  Most	  Haunted,	  particularly	  regarding	  
discourses	  around	  the	  dichotomies	  of	  belief	  and	  disbelief.	  One	  critical	  observation	  by	  Hill	  is	  a	  
reaction	  to	  representations	  of	  the	  Spiritualist	  medium	  on	  the	  programme.	  One	  32-­‐year-­‐old	  male	  
who	  was	  asked	  about	  the	  show	  stated:	  ‘I	  always	  believed	  the	  least	  about	  the	  mediums.	  The	  guy	  who	  
used	  to	  be	  on,	  he	  was	  possessed	  all	  the	  time.	  Just	  ridiculous!’	  (2010:	  73).	  In	  this	  statement	  there	  is	  
an	  example	  of	  the	  transition	  of	  Spiritualism	  to	  media	  spectacle.	  In	  unpacking	  this	  further,	  the	  
respondent’s	  use	  of	  the	  word	  ‘possessed’	  highlights	  a	  significant	  cultural	  misunderstanding	  of	  the	  
Spiritualism,	  particularly	  in	  respect	  of	  mediumistic	  channelling,	  this	  pervasive	  view	  of	  the	  Spiritualist	  
medium	  and	  what	  is	  occurring	  during	  a	  channelling	  session	  is	  one	  that	  is	  not	  clarified	  by	  Most	  
Haunted,	  preferring	  instead	  to	  present	  Spiritualism	  more	  in	  line	  with	  an	  occultist	  pursuit.	  What	  is	  
ostensibly	  occurring	  within	  Most	  Haunted	  is	  that	  the	  medium	  is	  channelling	  a	  spirit	  and	  is	  not	  
‘possessed’	  by	  a	  demon.	  	  
	   Although	  some	  of	  the	  spirits	  Acorah	  channels	  are	  not	  friendly,	  it	  is	  important	  to	  make	  this	  
distinction.	  The	  male	  respondent’s	  use	  of	  the	  word	  ‘ridiculous’	  is	  also	  powerful	  in	  understanding	  the	  
producer	  -­‐	  audience	  relationship.	  In	  Most	  Haunted	  the	  audience	  are	  subject	  to	  representations	  of	  
mediumship	  that	  are	  rarely	  discussed	  to	  any	  extent	  because	  there	  is	  little	  qualification	  of	  the	  
Spiritualist	  belief	  system	  and	  its	  practices,	  instead	  the	  medium	  is	  now	  recognisable	  to	  the	  audience	  
for	  a	  spectacle	  of	  ridiculousness	  (with	  this	  viewer),	  further	  removing	  orthodox	  meaning	  from	  the	  act	  
of	  Spiritualism	  itself.	  The	  act	  of	  mediumship	  thus	  becomes	  an	  event	  where	  there	  is	  no	  meaning	  
outside	  of	  the	  visual	  spectacle	  of	  the	  medium’s	  performance	  when	  channelling	  a	  spirit.	  What	  this	  
audience	  reaction	  also	  highlights	  is	  the	  significance	  of	  mediumship	  and	  spirit	  interaction	  within	  Most	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Haunted,	  whether	  through	  messages,	  channelling	  or	  any	  of	  the	  other	  methods	  outlined	  in	  this	  
chapter.	  These	  become	  the	  primary	  events	  and	  focus	  for	  the	  audience,	  where	  the	  meaning	  is	  not	  
cast	  by	  a	  belief	  system,	  but	  the	  anomalous	  event	  itself.	  This	  discussion	  of	  the	  core	  paranormal	  and	  
Spiritualist	  themes	  within	  Most	  Haunted	  is	  a	  necessary	  preamble	  to	  document	  the	  specific	  areas	  that	  
will	  be	  subject	  to	  a	  qualitative	  textual	  analysis	  and	  will	  form	  further	  understanding	  of	  how	  core	  





Interpreting	  the	  intensification	  of	  Spectacle	  within	  Most	  Haunted	  through	  narrative	  modes	  of	  
production	  alongside	  increased	  Spirit	  interaction	  
The	  relationship	  between	  the	  Spiritualist	  belief	  system	  and	  the	  paranormal	  television	  programme	  is	  
something	  that	  is	  often	  underplayed	  by	  scholars,	  yet	  it	  is	  the	  principles	  of	  Spiritualism	  that	  provide	  a	  
fundamental	  theme	  that	  runs	  throughout	  the	  core	  of	  this	  programming	  genre.	  The	  Spiritualist	  
principles	  three	  and	  four	  are	  significant:	  'The	  Communion	  of	  Spirits	  and	  the	  Ministry	  of	  Angels'	  and	  
'The	  Continuous	  Existence	  of	  the	  Human	  Soul'.	  While	  these	  embody	  a	  significant	  part	  of	  the	  belief	  
system,	  they	  are	  also	  central	  to	  the	  objectives	  of	  the	  ghost	  hunting	  programme	  whose	  aim	  it	  is	  to	  
investigate	  anomalous	  activity,	  which	  is	  thought	  to	  be	  a	  signifier	  of	  the	  presence	  of	  discarnate	  souls.	  
Within	  this	  canon	  of	  paranormal	  television	  Most	  Haunted	  is	  the	  defining	  text.	  The	  show	  constructs	  
the	  conventions	  for	  all	  proceding	  ghost	  hunting	  media	  representations	  within	  the	  genre.	  What	  Most	  
Haunted	  has	  created	  is	  a	  set	  of	  production	  methods,	  stylistic	  imagery,	  use	  of	  music,	  televisual	  
format,	  and	  critically	  for	  this	  study,	  the	  introduction	  and	  establishment	  of	  a	  resident	  Spiritualist	  
medium.	  To	  further	  grapple	  with	  the	  complex	  relationship	  between	  traditional	  principles	  of	  
Spiritualism	  and	  their	  appropriation	  by	  the	  media	  to	  enhance	  the	  media	  spectacle,	  the	  next	  part	  of	  
this	  study	  will	  introduce	  a	  case	  study	  drawing	  on	  a	  textual	  analysis	  and	  qualitative	  appraisal	  of	  Most	  
Haunted	  to	  identifty	  the	  intensification	  of	  spectacle	  through	  Spiritualism	  within	  the	  programme’s	  
narrative	  staging.	  
	   The	  research	  takes	  the	  form	  of	  analysis	  of	  different	  groupings	  of	  the	  programme.	  The	  core	  
part	  of	  this	  reiterative	  research	  focuses	  on	  the	  first	  five	  episodes	  of	  Most	  Haunted	  Series	  One	  (2002),	  
the	  two	  episodes	  from	  Series	  Five	  (2004),	  Series	  Seven	  (2005),	  and	  Series	  Nine	  (2007)	  and	  five	  
episodes	  from	  Series	  Fourteen	  (2009).	  These	  specific	  clusters	  were	  chosen	  to	  gather	  information	  
from	  a	  broad	  timeline	  of	  the	  programme	  and	  to	  respond	  to	  changes	  in	  its	  team	  members,	  thus	  
offering	  a	  representative	  sample	  that	  will	  provide	  significant	  evidence	  as	  to	  the	  changes	  to	  the	  
overall	  narrative	  and	  presentation	  of	  Spiritualism	  throughout	  the	  course	  of	  the	  broadcast	  run	  of	  the	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programme57.	  	  
	   The	  advantage	  of	  researching	  the	  Most	  Haunted	  programme	  in	  isolation,	  outside	  other	  
ghost	  hunting	  programmes	  is	  that	  the	  sample	  has	  fewer	  variables.	  What	  this	  means	  is	  that	  the	  
production	  techniques	  and	  overall	  structure	  remain	  similar	  in	  each	  episode,	  with	  largely	  constant	  
programme	  elements	  and	  objectives	  of	  the	  group.	  The	  only	  significant	  elements	  to	  change	  from	  
episode	  to	  episode	  are	  the	  paranormal	  investigation’s	  location,	  the	  team	  members	  present	  and	  the	  
level	  of	  spirit	  interaction	  represented.	  In	  this	  context	  the	  ability	  to	  perform	  accurate	  and	  focused	  
qualitative	  textual	  analysis	  is	  heightened.	  The	  reason	  for	  the	  clusters	  of	  five	  episodes	  from	  both	  the	  
first	  and	  last	  series	  was	  to	  provide	  a	  broad	  sample	  for	  analysis	  from	  the	  programme’s	  first	  
appearance	  on	  UK	  screens	  to	  the	  latter	  episodes	  in	  2010.	  Utilising	  the	  two	  episodes	  from	  Series	  Five	  
and	  Seven	  was	  to	  offer	  a	  more	  detailed	  tracking	  of	  the	  use	  of	  Spiritualism	  during	  the	  mid-­‐term	  of	  the	  
show,	  highlighting	  the	  significant	  moments	  regarding	  the	  loss	  of	  Spiritualist	  meaning	  and	  the	  
prioritisation	  of	  the	  spectacle.	  
	   The	  textual	  analysis	  of	  Most	  Haunted	  raises	  fundamental	  questions	  about	  the	  centricity	  of	  
Spiritualism	  within	  the	  programme	  and	  understandings	  of	  how	  this	  is	  played	  out	  in	  the	  paradigm	  of	  
reality	  television.	  The	  research	  conducted	  allows	  for	  a	  more	  detailed	  mapping	  of	  the	  programme’s	  
representation	  of	  Spiritualism,	  aiding	  a	  greater	  understanding	  of	  the	  show’s	  narrative	  structure	  and	  
the	  methods	  in	  place	  for	  the	  creation	  of	  spectacle.	  The	  qualitative	  data	  collection	  is	  framed	  in	  order	  
to	  extract	  the	  narrative	  structure	  of	  Most	  Haunted	  and	  the	  dynamics	  of	  character	  discussions	  within	  
the	  programme.	  Mehl	  et	  al.	  argue	  for	  a	  representational	  textual	  analysis	  approach	  seeking	  to	  extract	  
and	  document	  events	  that	  are	  manifest	  or	  overt	  within	  a	  text	  and	  not	  subject	  to	  ambiguity	  (2006:	  
144).	  Mehl's	  design	  is	  the	  specific	  approach	  that	  will	  be	  adopted	  in	  this	  case.	  The	  quantitative	  data	  of	  
number	  of	  'interactions	  with	  spirit'	  will	  provide	  an	  overall	  set	  of	  figures	  that	  will	  be	  broken	  down	  
into	  different	  categories.	  Firstly,	  numerical	  instances	  of	  ‘spiritual	  interation’	  through	  what	  may	  be	  
considered	  largely	  ghost	  hunting	  methodologies	  will	  be	  collected:	  
	  
• Visual	  on-­‐camera	  irregularities	  such	  as	  'orbs,'	  lights,	  anomalies	  
• Calling	  out	  by	  cast	  and	  subsequent	  apparent	  spirit	  responses	  through	  noises	  heard	  
• Movements	  of	  trigger	  objects	  
• Electro	  magnetic	  field	  fluctuations	  
• Sounds	  
• Temperature	  fluctuations	  
• Sensations	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
57	  It	  should	  be	  noted	  that	  while	  there	  was	  a	  Series	  Fifteen	  broadcast	  in	  Britain,	  it	  was	  never	  released	  
on	  DVD;	  so	  another	  reason	  for	  choosing	  Series	  Fourteen	  was	  the	  ease	  of	  availability	  for	  this	  analysis.	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• Anecdotal	  stories	  of	  first	  person	  'sightings'	  
	  
The	  reason	  to	  include	  anecdotal	  stories	  of	  ghost	  sightings	  when	  collecting	  data	  of	  spirit	  interactions	  
is	  that	  these	  are	  often	  by	  the	  owners	  or	  proprietors	  of	  the	  Most	  Haunted	  location	  and	  in	  themselves	  
are	  first	  person	  accounts	  of	  interaction	  with	  spirit	  and	  therefore	  relevant	  when	  tracking	  the	  overall	  
number	  of	  spirit	  interactions.	  This	  data	  has	  been	  collected	  alongside	  what	  may	  be	  regarded	  as	  more	  
traditional	  Spiritualist	  forms	  of	  interactions	  with	  spirit,	  including:	  
	  
• Messages	  from	  spirit,	  mediated	  through	  the	  medium	  
• Spiritualist	  medium	  Channelling	  /	  Direct	  Voice	  Phenomenon	  
• Interactions	  with	  'spirit	  guide'	  
• Séances	  /	  table	  tipping58	  
• Spiritual	  Healing	  
	  
Within	  this	  breakdown	  of	  Spiritualist	  interactions,	  table	  tipping	  should	  be	  included.	  Although	  not	  in	  
contemporary	  understandings	  of	  what	  may	  be	  considered	  more	  formalised	  Spiritualism	  (as	  set	  out	  
by	  the	  Spiritualist	  Association	  of	  Great	  Britain),	  table	  tipping	  is	  arguably	  a	  device	  that	  formed	  part	  of	  
early	  Spiritualist	  practices	  (Melechi,	  2008:	  170).	  Another	  Spiritualist	  practice	  on	  this	  list,	  fundamental	  
to	  the	  traditional	  Spiritualist	  philosophy,	  is	  the	  practice	  of	  spiritual	  healing.	  This	  may	  or	  may	  not	  be	  
represented	  in	  the	  Most	  Haunted	  texts	  but	  should	  be	  accounted	  for	  if	  present	  as	  it	  represents	  
another	  appropriation	  of	  the	  traditional	  belief	  structure	  of	  Spiritualism.	  Skultans	  documents	  the	  
significance	  of	  healing,	  stating	  that:	  'much	  of	  the	  spiritualist	  activity	  is	  concerned	  with	  healing	  and	  
giving	  advice	  about	  sickness'	  (1974:	  30).	  	  
	   Skultans	  also	  provides	  details	  of	  how	  mediums	  can	  act	  out	  conditions	  and	  afflictions	  that	  
affected	  the	  sprits	  when	  in	  the	  physical	  realm,	  which	  is	  performed	  so	  that	  the:	  'spirit	  in	  question	  is	  
freed	  from	  the	  scene	  of	  his	  earthly	  pain	  and	  suffering	  and	  allowed	  to	  move	  upwards	  in	  the	  spirit	  
world'	  (1974:	  32).	  Sometimes	  Acorah	  acts	  out	  injuries	  or	  a	  condition	  that	  a	  spirit	  has.	  Any	  
representations	  of	  this	  appropriation	  of	  ailments	  are	  logged	  as	  an	  episode	  of	  spiritual	  healing.	  A	  
specific	  example	  of	  an	  episode	  of	  spiritual	  healing	  in	  Most	  Haunted,	  is	  shown	  in	  Series	  Seven	  when	  at	  
Lower	  Southwood	  Cottage,	  at	  the	  end	  of	  the	  investigation	  the	  mediums	  decide	  to	  ‘cleanse	  the	  
home,’	  both	  Wells	  and	  Smith	  embark	  on	  an	  episode	  of	  spiritual	  healing	  through	  which	  the	  viewers	  
are	  given	  the	  impression	  that	  this	  will	  free	  the	  grounded	  spirits,	  enabling	  them	  to	  move	  onto	  a	  spirit	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
58	  Séances	  and	  table	  tipping	  were	  	  introduced	  to	  Most	  Haunted	  in	  2003	  after	  Ofcom	  declared	  that	  a	  
parapsychologist	  would	  have	  to	  be	  part	  of	  any	  programme	  presenting	  practices	  of	  the	  occult,	  these	  
practices	  would	  have	  been	  presented	  before	  the	  ruling	  if	  it	  was	  permissible.	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afterlife.	  While	  uses	  of	  spiritual	  healing	  within	  Most	  Haunted	  are	  fleeting	  references,	  these	  further	  
illustrate	  representations	  of	  traditional	  Spiritualist	  practices	  and	  spirit	  interaction	  within	  the	  context	  
of	  a	  media	  spectacle.	  Besides	  the	  qualitative	  extraction	  of	  themes	  and	  patterns	  there	  is	  a	  numerical	  
data	  collection	  through	  a	  textual	  analysis	  of	  on	  /	  off-­‐camera	  interactions	  with	  spirit	  by	  the	  team	  of	  
Most	  Haunted.	  This	  forms	  a	  numeric	  basis	  for	  a	  qualitative	  appraisal,	  which	  has	  been	  performed	  
through	  the	  theories	  of	  media	  spectacle	  as	  outlined	  in	  chapter	  1,	  by	  Kellner	  (2003),	  Darley	  (2000),	  
and	  King	  (2005).	  Kellner	  specifically	  theorises	  that	  media	  spectacle	  is	  a	  constantly	  changing	  
phenomenon,	  where	  bigger	  and	  better	  spectacle	  and	  megaspectacles	  result	  in	  larger	  audience	  
figures	  (2003:	  viii).	  	  
	   Most	  Haunted	  is	  itself	  the	  product	  of	  a	  commercial	  television	  channel	  so	  in	  this	  context	  the	  
importance	  of	  spectacle	  relating	  to	  larger	  audience	  figures	  is	  important,	  despite	  initial	  claims	  that	  
the	  truthful	  investigation	  is	  the	  main	  focus.	  In	  this	  paradigm	  of	  media	  spectacle	  it	  is	  the	  'spirit	  
interaction'	  that	  is	  pivotal	  to	  building	  the	  overall	  spectacle	  of	  the	  paranormal	  programme,	  but	  unlike	  
completely	  fictional	  productions,	  interactions	  through	  the	  Spiritualist	  medium	  and	  the	  wider	  team	  
are	  presented	  as	  being	  captured	  on-­‐camera,	  providing	  visual	  and	  auditory	  'evidence'	  for	  the	  
audience	  to	  mediate	  the	  truth	  of	  a	  paranormal	  event,	  thereby	  making	  the	  audience	  active	  
participants	  in	  the	  spectacle,	  as	  Hill	  suggests:	  'audiences	  are	  invited	  to	  join	  investigations	  by	  
watching	  and	  listening,	  using	  webcams,	  texting	  comments,	  and	  sharing	  their	  thoughts	  and	  feelings'	  
(2010:	  66).	  This	  inviting	  of	  the	  audience	  to	  be	  active	  members	  of	  this	  investigation	  into	  the	  
paranormal	  further	  enhances	  the	  spectacle,	  which	  ostensibly	  is	  no	  longer	  confined	  to	  the	  television	  
but	  permeates	  the	  domestic	  space.	  In	  this	  research	  the	  collection	  of	  data	  will	  interpret	  a	  'spirit	  
interaction'	  occurring	  when	  any	  member	  of	  the	  team	  is	  aware	  and	  conversive	  in	  any	  way	  with	  a	  
spirit	  entity	  in	  the	  location.	  The	  definition	  of	  spirit	  in	  this	  respect	  is	  a	  disembodied	  entity	  that	  is	  
referred	  to	  on	  the	  show	  as	  'spirit'	  or	  'ghost,'	  ‘demon’	  or	  ‘presence,’	  and	  one	  that	  is	  not	  physically	  
present	  (human).	  To	  clarify	  this	  definition	  further,	  what	  will	  be	  interpreted	  as	  'spirit	  interaction'	  
includes	  any	  verbal,	  sensorial,	  or	  visual	  synergy	  with	  a	  spirit,	  by	  either	  the	  Spiritualist	  medium	  or	  any	  
other	  any	  member	  of	  the	  team	  during	  the	  episodes	  outlined	  earlier.	  If	  the	  medium	  picks	  up	  more	  
than	  one	  spirit	  in	  a	  single	  interaction,	  for	  example,	  Acorah	  in	  the	  first	  episode	  of	  Most	  Haunted	  says,	  




Replaying	  Reality	  and	  the	  Simulation	  of	  Spiritualism	  -­‐	  A	  Textual	  Analysis	  of	  Most	  Haunted	  
Production	  of	  Most	  Haunted	  from	  the	  outset	  seeks	  to	  portray	  a	  representation	  of	  reality	  to	  the	  
audience;	  the	  text	  does	  this	  through	  using	  terms	  such	  as	  ‘truthful,’	  ‘investigation’	  and	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‘documentary’.	  The	  programme	  has	  always	  maintained	  that	  it	  does	  not	  seek	  to	  mislead	  the	  viewer	  in	  
any	  way.	  To	  unpack	  the	  complex	  interplay	  in	  Most	  Haunted	  between	  what	  is	  presented	  as	  real,	  or	  
what	  Hill	  calls	  a	  ‘staging	  of	  reality’	  (2010:	  87)	  and	  the	  constructed	  images	  that	  are	  produced	  to	  
enhance	  the	  overall	  spectacle,	  discussions	  of	  the	  show’s	  narrative	  is	  important.	  Narrative	  structure	  
and	  its	  construction	  is	  theorised	  by	  Chatman	  who	  argues	  that	  the	  overall	  plot	  is	  the	  construct	  of	  the	  
author	  who	  maintains	  complete	  control	  over	  what	  is	  manifest	  in	  the	  content,	  prioritising	  certain	  
story-­‐events,	  while	  de-­‐emphasizing	  others	  (1978:	  43).	  Chatman	  describes	  the	  accumulation	  of	  all	  the	  
events	  that	  synchronise	  to	  form	  the	  complete	  narrative	  as	  the	  ‘sequential	  composite’	  (1978:	  21).	  In	  
this	  idiom,	  Most	  Haunted’s	  sequential	  composite	  can	  be	  read	  through	  a	  filmic	  paradigm.	  Using	  this	  
framework	  qualitative	  research	  offers	  a	  structural	  breakdown	  of	  Most	  Haunted	  detailing	  the	  various	  
key	  moments	  in	  the	  shift	  towards	  the	  intensification	  of	  spectacle.	  	  
	  
	  
Most	  Haunted	  Series	  One	  -­‐	  LIVINGtv	  May	  2002	  
Episodes	  under	  analysis:	  
Episode	  1:	  Athelhampton	  Hall	  
Episode	  2:	  Chillingham	  Castle	  
Episode	  3:	  The	  Ostrich	  Inn	  
Episode	  4:	  Souter	  Lighthouse	  
Episode	  5:	  Avebury	  Stones	  and	  the	  Red	  Lion	  
	  
Team	  Members:	  Fielding	  (presenter),	  Acorah	  (Spiritualist	  medium),	  Karl	  (paranormal	  investigator),	  
Beattie	  (Producer),	  cameramen	  	  /	  sound	  crew,	  Director,	  make	  up.	  
	  
While	  the	  opening	  titles	  of	  the	  programme	  are	  in	  line	  with	  Heholt’s:	  ‘shadowy	  and	  skewed	  photos	  of	  
abandoned	  mansion	  houses	  and	  empty	  Victorian	  hospitals’	  (2012:	  39)	  these	  opening	  images	  are	  for	  
analysis	  outside	  of	  the	  narrative	  staging.	  	  
	  
	  
The	  Undisturbed	  Stage	  	  
In	  Series	  One	  this	  is	  presented	  through	  the	  introduction	  of	  the	  show;	  this	  features	  a	  discussion	  of	  the	  
site	  of	  the	  investigation,	  presenting	  the	  audience	  with	  historic	  and	  geographic	  facts	  about	  the	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location,	  photographs	  and	  a	  map	  of	  where	  it	  is	  the	  team	  are	  investigating.	  The	  team	  members	  and	  
their	  roles	  within	  the	  team	  are	  presented.	  The	  undisturbed	  stage	  is	  centred	  arround	  a	  
parapsychological	  introduction	  interview;	  this	  is	  a	  regular	  piece	  where	  Fielding	  chats	  to	  paranormal	  
investigator	  Jason	  Karl.	  There	  are	  also	  interviews	  with	  the	  owners	  /	  proprietors	  of	  the	  location	  who	  
report	  any	  anecdotal	  spirit	  interaction	  they	  have	  experienced.	  The	  production	  of	  this	  segment	  of	  the	  
show	  is	  a	  mixture	  of	  interviews	  conducted	  in	  daylight	  with	  simple	  cuts	  between	  different	  camera	  
angles	  alongside	  pre-­‐produced	  seqeuntial	  composites	  of	  heavily	  processed	  images	  of	  the	  location	  




This	  part	  of	  the	  programme	  is	  where	  the	  first	  overt	  signs	  of	  spectacle	  emerge	  within	  the	  narrative.	  
This	  phase	  is	  a	  collection	  of	  different	  elements	  that	  are	  spliced	  together,	  starting	  with	  what	  may	  be	  
called	  anecdotal	  paranormal	  incidents,	  delivered	  through	  talking	  head	  interviews	  direct	  to	  camera	  
with	  either	  owners	  or	  representatives	  of	  the	  location	  the	  team	  are	  investigating.	  These	  interviews	  
give	  the	  viewer	  first	  hand	  reports	  of	  ghostly	  events	  and	  occurrences	  and	  set	  the	  scene	  as	  to	  possible	  
spirits	  that	  the	  medium	  and/or	  team	  will	  interact	  with	  later	  in	  the	  investigation.	  	  
	   The	  next	  part	  of	  the	  disturbance	  is	  the	  arrival	  of	  the	  Spiritualist	  medium	  (Acorah	  in	  Series	  
One)	  which	  often	  marks	  the	  first	  point	  of	  spirit	  contact,	  where	  the	  Spiritualist	  divulges	  connections	  
with	  spirits	  and	  leads	  the	  viewer	  into	  the	  investigation	  and	  communication	  stage,	  where	  the	  medium	  
takes	  charge	  of	  guiding	  the	  team	  through	  the	  location	  while	  receiving	  messages	  and	  channelling	  
spirits.	  To	  illustrate	  this	  area	  within	  the	  disturbance	  stage,	  in	  Episode	  1	  at	  Athelhampton	  Hall,	  Acorah	  
channels	  the	  spirit	  of	  Sir	  William	  Martyn,	  (the	  audience	  are	  informed	  via	  on-­‐screen	  information	  he	  is	  
a	  former	  owner	  of	  the	  property).	  Acorah	  takes	  on	  the	  attributes	  of	  a	  stern	  and	  domineering	  figure,	  
and	  informs	  the	  team	  who	  he	  is	  and	  that	  he	  is	  from	  the	  sixteenth	  century.	  In	  the	  same	  episode	  there	  
is	  the	  incredible	  revelation	  of	  a	  sixteenth	  century	  cot	  that	  rocks	  by	  itself.	  The	  narrative	  is	  now	  
building	  the	  spectacle,	  and	  advancing	  into	  the	  struggle	  stages	  of	  the	  plot.	  Here	  Acorah’s	  messages	  
from	  spirit	  become	  more	  frequent,	  there	  is	  more	  activity	  being	  interpreted	  by	  the	  crew,	  these	  are	  
presented	  as	  a	  range	  of	  on	  and	  off-­‐screen	  sounds	  and	  visual	  anomalies	  attributed	  to	  paranormal	  
activity.	  	  
	  
The	  Struggle	  	  
This	  is	  represented	  not	  only	  between	  the	  team	  and	  the	  location	  in	  terms	  of	  evidence,	  but	  can	  also	  be	  
understood	  as	  a	  struggle	  between	  belief	  and	  disbelief	  for	  the	  audience.	  This	  struggle	  stage	  relates	  to	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Hill’s	  commentary	  on	  Most	  Haunted	  with	  regard	  to	  the:	  ‘centrality	  of	  ambiguity’	  (2010:	  81)	  that	  
forms	  the	  overriding	  narrative	  of	  the	  programme.	  This	  ambiguity	  presents	  large	  amounts	  of	  
evidence,	  but	  this	  evidence	  may	  only	  present	  proof	  of	  a	  spectacle	  and	  not	  necessarily	  a	  paranormal	  
event	  itself.	  In	  terms	  of	  what	  is	  represnted	  on-­‐screen	  during	  the	  struggle	  stage,	  this	  will	  be	  where	  
the	  team	  split	  up	  and	  go	  into	  different	  areas	  within	  the	  location	  to	  perform	  various	  investigations	  
such	  as	  calling	  out	  to	  spirit.	  Bordwell’s	  struggle	  narrative	  staging	  can	  be	  further	  nuanced	  through	  a	  
discussion	  of	  what	  may	  be	  termed	  a	  culmination	  of	  the	  struggle.	  This	  can	  be	  identified	  within	  Most	  
Haunted	  in	  what	  the	  team	  describe	  as	  the	  ‘lights	  out’	  nighttime	  vigil.	  	  As	  with	  the	  other	  stages	  of	  the	  
programme,	  this	  is	  a	  recurring	  theme	  in	  every	  episode	  and	  presents	  a	  climax	  of	  spirit	  interaction.	  
The	  opening	  episode	  of	  the	  show	  performed	  nighttime	  investigation	  with	  just	  the	  team	  members	  
(medium	  Acorah	  was	  absent),	  but	  every	  other	  episode	  in	  Series	  One	  subsequently	  featured	  the	  
medium	  present	  during	  the	  ‘lights	  out’	  stage.	  In	  the	  culmination	  of	  struggle	  stage	  the	  team	  explore	  
areas	  of	  the	  location	  singled	  out	  earlier	  in	  the	  investigation	  by	  the	  medium	  as	  providing	  heightened	  
spiritual	  activity.	  The	  team	  go	  back	  to	  perform	  further	  investigations	  in	  the	  area	  to	  try	  and	  make	  
contact	  with	  a	  spirit	  that	  Acorah	  had	  earlier	  interacted	  with.	  The	  ‘lights	  off’	  investigation	  in	  the	  dark	  
method	  originates	  within	  the	  first	  episode	  of	  Most	  Haunted	  where	  paranormal	  investigator	  Karl	  
argues	  that	  spirits	  are	  more	  likely	  to	  be	  seen	  in	  the	  dark,	  stating	  that	  statistical	  information	  
highlights	  that	  there	  are	  more	  visions	  of	  paranormal	  reported	  at	  night.	  	  
	   The	  culmination	  of	  the	  struggle	  narrative	  is	  played	  out	  through	  various	  disturbances	  that	  the	  
team	  encounter,	  from	  visions	  on-­‐camera	  such	  as	  orbs	  and	  strange	  lights	  to	  unfamiliar	  sounds.	  A	  
specific	  example	  of	  the	  heightened	  level	  of	  disturbance	  being	  portrayed	  to	  the	  audience	  in	  this	  part	  
of	  the	  narrative	  can	  be	  seen	  through	  an	  event	  at	  Chillingham	  Castle	  where	  team	  member	  Karl	  
Beattie,	  during	  a	  solitary	  investigation	  in	  the	  castle’s	  dungeon	  experienced	  (and	  caught	  on-­‐camera)	  a	  
laundry	  basket	  moving	  on	  its	  own.	  This	  was	  a	  significant	  moment	  within	  the	  programme	  and	  is	  cited	  
in	  the	  Most	  Haunted	  behind	  the	  scenes	  book:	  
	  
Later	  examination	  of	  the	  film	  showed	  something	  very	  curious…As	  Karl	  creeps	  around,	  listening	  
to	  the	  unfamiliar	  sounds	  and	  getting	  spooked	  by	  the	  atmosphere,	  the	  box	  moves	  very	  
distinctly	  on	  the	  table	  (Fielding	  et	  al.,	  2005:	  63)	  
	  
The	  centrality	  of	  production	  stylistics	  is	  also	  important	  in	  the	  culmination	  of	  struggle,	  the	  event	  that	  
featured	  Beattie	  and	  the	  moving	  basket,	  along	  with	  all	  other	  similar	  apparent	  paranormal	  events	  
captured	  on-­‐camera,	  are	  subject	  to	  being	  replayed	  for	  the	  audience,	  usually	  up	  to	  two	  times,	  in	  
order	  for	  the	  audience	  to	  catch	  another	  glimpse	  of	  the	  phenomenon	  and	  see	  the	  evidence	  for	  
themselves.	  Additionally	  circles	  are	  superimposed	  onto	  the	  video,	  highlighting	  anomalies	  and	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paranormal	  activity	  on-­‐screen.	  These	  are	  often	  replayed	  offering	  further	  opportunities	  for	  the	  
audience	  to	  become	  part	  of	  the	  investigation	  and	  can	  make	  their	  own	  mind	  up	  as	  to	  the	  authenticity	  
of	  the	  claims.	  	  
	  
The	  Elimination	  of	  Disturbance	  
In	  Series	  One	  this	  stage	  of	  the	  narrative	  is	  presented	  in	  a	  situation	  that	  can	  be	  described	  as	  a	  
reflection	  on	  the	  struggle	  stages	  in	  the	  calm-­‐light-­‐of-­‐day,	  presenting	  arguments	  from	  both	  
Spiritualist	  medium	  Acorah	  and	  the	  parapsychologist	  Karl,	  both	  articulating	  their	  positions	  on	  the	  
evidence	  that	  has	  come	  from	  the	  investigation.	  Numerical	  data	  collected	  from	  Series	  One	  regarding	  
spirit	  interactions	  was	  collected	  from	  the	  cluster	  of	  five	  episodes.	  The	  total	  number	  of	  interactions	  
across	  the	  five	  episodes	  was	  147,	  with	  an	  average	  number	  of	  spirit	  interactions	  per	  episode	  of	  29.	  
The	  interactions	  within	  Series	  One	  are	  largely	  performed	  through	  a	  Spiritualist	  medium,	  exemplified	  
by	  the	  heightened	  numbers	  in	  the	  ‘Messages	  from	  spirit,	  mediated	  through	  the	  medium’	  cell.	  There	  
are	  cases	  of	  the	  medium	  channelling	  and	  presenting	  direct	  voice	  phenomenon.	  Table	  5.1	  shows	  the	  




Interaction	  with	  Spirit	  with	  Most	  Haunted	  Series	  One,	  2002	  Aired	  
Tuesday	  9:00	  PM	  Jul	  09,	  2002	  on	  Living	  




	   	   	   	  
Messages	  from	  spirit,	  mediated	  
through	  the	  medium	  
13	   56.52%	   	  
Spiritualist	  medium	  Channelling	  /	  
Direct	  Voice	  Phenomenon	  
1	   4.35%	   	  
Séances	  	   0	   0.00%	   	  
Interaction	  through	  a	  spirit	  guide	   2	   8.70%	   	  
Spiritual	  Healing	   0	   0.00%	   	  
	   	   	   	  
Electro	  magnetic	  field	  fluctuations	   2	   8.70%	   	  
Temperature	  fluctuations	   0	   0.00%	   	  
Trigger	  object	  movements	   0	   0.00%	   	  
Calling	  out	  and	  subsequent	  apparent	  
responses	  through	  noises	  heard.	  
0	   0.00%	   	  
Sounds	   0	   0.00%	   	  
 178	  
On-­‐camera	  anomalies	  such	  as	  ‘orbs,’	  
visions,	  moving	  objects	  	  
1	   4.35%	   	  
Sensations	   1	   4.35%	   	  
Anecdotal	   3	   13.04%	   	  
	   	   	   	  




Most	  Haunted	  Series	  Five	  -­‐	  LIVINGtv	  March	  2004	  
Episodes	  under	  analysis:	  
Episode	  8:	  Black	  Swan	  Hotel,	  Devizes	  
Episode	  10:	  The	  Chough	  Hotel,	  Somerset	  
Team	  Members:	  Fielding	  (presenter),	  Acorah	  (Spiritualist	  medium),	  Lorman	  (Spiritualist	  medium),	  
Shepherd	  (psychic	  artist),	  O’Keeffe	  (parapsychologist),	  Felix	  (historian),	  Bull	  (guest),	  Geller	  (guest),	  
Beattie	  (Producer),	  cameramen	  	  /	  sound	  crew,	  make	  up.	  
	  
	  
The	  Undisturbed	  Stage	  	  
The	  narrative	  structure	  of	  Most	  Haunted	  Series	  Five	  features	  a	  similar	  set	  of	  staging	  characteristics,	  
with	  the	  introduction	  forming	  the	  undisturbed	  element.	  This	  is	  largely	  unchanged	  from	  Series	  One	  
featuring	  details	  of	  the	  location,	  positioning	  shots,	  fused	  with	  historic	  photographs	  of	  the	  setting	  
alongside	  presenter	  Fielding	  providing	  details	  of	  the	  background	  via	  a	  voice-­‐over.	  Historian	  Richard	  
Felix	  also	  aids	  this	  part	  of	  the	  narrative	  with	  more	  intricate	  details	  of	  the	  location	  and	  some	  of	  the	  
gruesome	  episodes	  that	  are	  said	  to	  have	  taken	  place	  there.	  These	  elements	  are	  produced	  in	  a	  
documentary	  talking-­‐head	  approach,	  reinforcing	  the	  factual	  nature	  of	  this	  stage.	  
	  
The	  Disturbance	  
Series	  Five	  reworks	  the	  disturbance	  stage.	  There	  is	  now	  a	  greater	  importance	  placed	  on	  the	  
historical	  contextualisation	  of	  the	  location,	  alongside	  discussions	  of	  anecdotal	  first-­‐person	  
experiences	  of	  the	  paranormal.	  Facts	  about	  the	  gruesome	  past	  of	  the	  location	  being	  investigated	  
play	  an	  important	  role	  in	  relation	  to	  the	  creation	  of	  the	  media	  Spiritualist	  spectacle.	  The	  programme	  
presents	  the	  audience	  with	  significant	  amounts	  of	  information	  on	  the	  location	  and	  the	  ‘story’	  of	  the	  
site,	  including	  the	  murders,	  executions	  and	  suicides	  that	  have	  taken	  place	  there.	  This	  enhanced	  
emphasis	  on	  factual	  occurrences	  and	  consultation	  of	  historical	  documents	  become	  essential	  to	  
mediating	  the	  claims	  of	  the	  medium	  tying	  apparitions	  and	  historical	  events	  together	  as	  a	  method	  of	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enhancing	  authenticity	  where	  the	  event	  becomes	  the	  reason	  for	  the	  episodes	  of	  paranormal	  activity.	  	  
	   The	  paranormal	  investigation	  is	  also	  enhanced	  by	  Series	  Five	  to	  include	  additional	  members	  
of	  the	  team;	  at	  The	  Chough	  there	  is	  a	  guest	  investigator,	  Dr	  David	  Bull	  an	  additional	  Spiritualist	  
medium	  (Ian	  Lorman)	  and	  a	  psychic	  artist	  (Brian	  Shepherd)	  who	  join	  the	  team.	  While	  Bull	  works	  as	  
an	  extra	  member	  of	  the	  presentational	  team,	  Lorman	  and	  Sheppard	  work	  with	  and	  complement	  the	  
spirit	  communication	  of	  medium	  Acorah.	  During	  the	  disturbance	  stage	  historian	  Felix	  continues	  to	  
present	  historical	  facts,	  however	  no	  longer	  in	  a	  talking	  head	  style	  of	  production,	  but	  now	  alongside	  
the	  medium,	  so	  that	  the	  audience	  can	  cross-­‐reference	  the	  mediumistic	  statements	  of	  Acorah	  with	  
historical	  documentation	  about	  the	  location	  and	  the	  people	  who	  have	  lived	  and	  died	  in	  the	  space.	  
What	  is	  developing	  within	  Series	  Five	  regarding	  the	  Spiritualist	  medium	  is	  a	  system	  of	  validation,	  
through	  the	  appropriation	  of	  a	  game-­‐show	  style	  narrative	  question-­‐answer	  approach,	  where	  the	  
viewer	  can	  see	  how	  much	  the	  medium	  has	  got	  correct.	  Confirmation	  of	  correct	  spirit	  identification	  
by	  Acorah	  is	  provided	  through	  the	  historian,	  who,	  clutching	  notes	  with	  details	  regarding	  the	  location,	  
delivers	  the	  verdict	  on	  the	  Spiritualist’s	  statements.	  When	  claims	  made	  by	  Acorah	  are	  validated	  
there	  is	  a	  kind	  of	  ‘told	  you	  so’	  knowingness,	  however	  where	  Acorah	  makes	  a	  claim	  that	  is	  not	  
substantiated	  by	  original	  documentation	  the	  programme	  insinuates	  that	  there	  are	  no	  records	  that	  
show	  this	  because	  Acorah	  is	  never	  considered	  to	  be	  incorrect	  or	  fabricating	  a	  spirit	  message.	  What	  
appears	  to	  be	  occurring	  is	  that	  through	  the	  presentation	  of	  historical	  documents	  and	  the	  genuine	  
history	  of	  a	  location	  to	  the	  audience,	  this	  implies	  a	  link	  between	  the	  show	  and	  the	  real,	  thus	  
anchoring	  the	  on-­‐screen	  simulation	  of	  Spiritualism	  in	  reality.	  This	  attempt	  to	  deflect	  criticism	  of	  the	  
programme’s	  hyperreal	  status	  by	  linking	  the	  simulated	  with	  reality	  is	  also	  exemplified	  in	  Series	  Five	  
through	  the	  programme’s	  greater	  reliance	  on	  interviews	  with	  genuine	  paranormal	  witnesses	  who	  
know	  the	  location	  well	  (these	  can	  be	  proprietors	  or	  visitors),	  which	  are	  presented	  as	  talking-­‐head	  
style	  interviews,	  similar	  to	  on-­‐location	  interviews	  that	  news	  channels	  employ	  with	  witnesses	  of	  a	  
crime	  /	  accident	  etc.	  As	  these	  genuine	  observers	  do	  not	  work	  for	  Most	  Haunted	  or	  LIVINGtv	  the	  
interviews	  authenticate	  the	  investigation	  and	  its	  paranormal	  spectacle.	  	  This	  increasing	  mix	  of	  reality	  
and	  hyperreal	  spectacle	  serves	  to	  further	  remove	  the	  programme’s	  audience	  from	  the	  orthodox	  
meaning	  of	  Spiritualism	  and	  its	  belief	  system,	  presenting	  instead	  a	  simulation	  of	  Spiritualism	  that	  is	  
driven	  by	  encapsulating	  a	  fictional	  spectacle	  within	  a	  genuine	  narrative.	  
	   The	  two	  mediums	  within	  Series	  Five	  deliver	  messages	  from	  spirit	  relevant	  to	  the	  locations	  
the	  team	  are	  investigating,	  and	  these	  corroborations	  of	  mediumistic	  communications	  with	  spirit	  




The	  Struggle	  	  
As	  previously	  articulated	  the	  core	  element	  of	  the	  culmination	  of	  struggle	  stage	  is	  the	  nighttime	  vigil.	  
In	  Series	  One	  this	  became	  largely	  mediated	  by	  Fielding	  /	  Beattie	  and	  the	  production	  team,	  featuring	  
ghost	  hunting	  methods	  such	  as	  EMF	  meters	  and	  video	  cameras,	  but	  by	  Series	  Five	  this	  had	  shifted	  
because	  the	  Spiritualist	  medium/s	  assume	  a	  more	  dominant	  role,	  becoming	  the	  centre	  of	  focus	  for	  
the	  ghost	  hunt	  so	  that	  the	  sounds	  and	  visions	  that	  the	  team	  believe	  they	  have	  picked	  up	  are	  now	  
given	  meaning	  by	  the	  Spiritualist	  mediums.	  This	  is	  illustrated	  in	  Most	  Haunted	  Series	  Five	  Episode	  8,	  
The	  Black	  Swan,	  Devizes,	  where,	  during	  the	  nighttime	  vigil	  Acorah	  is	  asked	  to	  identify	  a	  noise	  that	  
the	  team	  have	  just	  heard.	  The	  medium	  declares	  that	  the	  sounds	  are	  from	  the	  spirit	  of	  a	  lady	  who	  
occupies	  the	  location.	  Within	  this	  episode,	  guest	  psychic	  Uri	  Geller	  joins	  resident	  medium	  Acorah	  
and	  both	  Acorah	  and	  Geller	  lead	  the	  team	  to	  an	  area	  in	  the	  location	  where	  they	  believe	  there	  is	  the	  
body	  of	  a	  young	  girl,	  concealed	  after	  being	  murdered.	  The	  area	  itself	  is	  behind	  a	  200-­‐year-­‐old	  wall.	  	  
At	  this	  point,	  the	  show’s	  producer	  Beattie,	  alongside	  the	  owner	  of	  the	  location,	  decides	  that	  they	  
should	  demolish	  the	  wall	  (to	  potentially	  discover	  the	  body).	  	  
	   The	  culmination	  of	  the	  struggle	  within	  the	  narrative	  is	  driven	  through	  mediums	  Acorah	  and	  
Geller	  who	  as	  the	  wall	  starts	  to	  come	  down,	  suggest	  that	  finds	  within	  the	  rubble	  are	  human	  bones.	  
As	  Beattie	  goes	  through	  the	  wall	  the	  tension	  within	  the	  team	  is	  tangible.	  What	  will	  Beattie	  find	  
behind	  the	  wall?	  	  With	  supporting	  words	  from	  the	  medium	  and	  guest,	  Beattie	  comes	  up	  against	  
another	  wall,	  which	  despite	  trying	  to	  break	  down,	  he	  cannot.	  The	  team	  interpret	  the	  removal	  of	  the	  
wall	  as	  an	  opening	  up	  of	  a	  vortex	  between	  the	  physical	  world	  and	  the	  spiritual,	  believing	  that	  they	  
may	  have	  stirred	  up	  activity.	  At	  this	  point	  they,	  along	  with	  Geller,	  embark	  on	  a	  session	  of	  calling	  out	  
to	  spirit	  and	  asking	  for	  signs	  of	  existence.	  This	  whole	  sequence,	  particularly	  the	  suspense	  
surrounding	  the	  notion	  that	  there	  may	  be	  human	  remains	  lurking	  behind	  the	  wall,	  links	  in	  to	  the	  
cinematic	  horror	  tradition	  of	  a	  dark	  secret	  concealed.	  Hutchings	  relates	  the	  importance	  of	  the	  wall	  
and	  the	  significance	  it	  poses	  to	  a	  filmic	  device:	  ‘a	  hidden	  room	  an	  irrefutable	  sign	  of	  a	  past	  crime	  [in	  
this	  case	  the	  murder	  of	  a	  young	  girl],	  waits	  patiently	  behind	  a	  wall	  for	  the	  inevitable	  moment	  of	  
discovery’	  (Hutchings,	  2004:	  56).	  
	  
The	  Elimination	  of	  Disturbance	  
The	  conclusion	  and	  summing	  up	  within	  Series	  Five	  of	  Most	  Haunted	  has	  also	  shifted	  focus.	  Series	  
One	  presented	  an	  antithetical	  situation	  in	  which	  the	  Spiritualist	  and	  parapsychologist	  summed	  up	  
the	  various	  events	  and	  episodes	  of	  paranormal	  evidence.	  What	  is	  occurring	  within	  Series	  Five	  is	  now	  
a	  mixed	  piece	  of	  production	  to	  include	  a	  parapsychologist	  who	  was	  not	  part	  of	  the	  investigation	  
(watching	  and	  assessing	  the	  events	  of	  the	  investigation	  on	  a	  recording),	  a	  historian,	  alongside	  other	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team	  members	  who	  offer	  statements	  presenting	  evidence	  from	  the	  investigation,	  the	  medium	  is	  
absent	  from	  this	  discussion	  of	  evidence.	  Series	  Five	  also	  sees	  the	  addition	  of	  Most	  Haunted	  ‘celebrity	  
specials’.	  These	  episodes	  originally	  aired	  in	  Series	  Two,	  and	  featured	  well-­‐known	  television	  
personalities,	  accompanying	  the	  team	  on	  their	  investigation.	  In	  Series	  Five	  of	  Most	  Haunted	  there	  
were	  two	  celebrity	  editions,	  celebrity	  psychic	  Uri	  Geller	  at	  the	  Black	  Swan,	  Devises	  (which	  formed	  
part	  of	  the	  analysis)	  and	  another	  television	  host,	  Gaby	  Roslin.	  The	  area	  of	  celebrity	  episodes	  and	  




Most	  Haunted	  Series	  Seven	  -­‐	  LIVINGtv	  November	  2005	  
Episodes	  under	  analysis:	  
Episode	  1:	  Lower	  Southwood	  Cottage	  
Episode	  6:	  Mains	  Hall,	  Blackpool	  
Team	  Members:	  Fielding	  (presenter),	  Wells	  (Spiritualist	  medium),	  Smith	  (Spiritualist	  medium),	  
O’Keeffe	  (parapsychologist),	  Felix	  (historian),	  Beattie	  (Producer),	  Torevell	  (cameraman)	  	  /	  sound	  
crew,	  make	  up.	  
	  
The	  Undisturbed	  Stage	  	  
The	  development	  of	  the	  narrative	  structure	  of	  the	  seventh	  series	  witnesses	  a	  considerable	  
lengthening	  of	  the	  undisturbed	  stage	  of	  the	  narrative.	  There	  now	  appears	  to	  be	  an	  even	  greater	  
importance	  on	  the	  historical	  contextualisation	  of	  the	  location.	  In	  addition,	  there	  is	  a	  deeper	  
exploration	  of	  parapsychological	  terminologies,	  and	  not	  just	  paranormal	  measuring	  equipment.	  By	  
Series	  Seven	  of	  the	  programme	  there	  are	  two	  new	  mediums	  (Acorah’s	  departure	  came	  at	  the	  end	  of	  
Series	  Six).	  The	  new	  Spiritualist	  mediums	  are	  David	  Wells	  and	  Gordon	  Smith.	  In	  the	  Lower	  
Southwood	  Cottage	  episode	  within	  Series	  Seven,	  O'Keeffe	  imparts	  details	  of	  the	  phenomenon	  of	  
psychokinesis	  (PK)	  to	  contextualise	  events	  that	  have	  been	  described	  as	  poltergeist	  activity59.	  	  
	  
The	  Disturbance	  	  
This	  part	  of	  the	  narrative	  is	  performed	  through	  the	  initial	  Spiritualist	  investigation	  of	  the	  location,	  
where	  mediums	  Wells	  and	  guest	  medium	  Smith	  are	  both	  active	  delivering	  messages	  from	  spirit	  in	  
separate	  areas	  of	  the	  location.	  Here	  the	  messages	  from	  spirit	  are	  once	  again	  evaluated	  by	  the	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
59	  Poltergeist	   is	   the	  German	  word	  meaning	   ‘noisy	  ghost’.	  This	   term	  generally	  applies	   to	  spirits	   that	  
are	  presumed	  to	  possess	  the	  ability	  to	  move	  objects	  (Roll,	  2004).	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historian	  who	  adopts	  a	  game-­‐show	  style	  approach	  when	  informing	  the	  mediums,	  team	  and	  the	  
audience	  whether	  the	  messages	  delivered	  from	  spirit	  are	  historically	  correct	  or	  not.	  This	  includes	  
spirit	  names,	  circumstances	  of	  death	  and	  any	  instances	  regarding	  the	  location	  being	  investigated.	  
Also	  significant	  within	  Series	  Seven’s	  nighttime	  vigil	  (the	  struggle	  stage	  of	  the	  narrative),	  is	  the	  
Spiritualist	  medium’s	  centrality	  to	  the	  developing	  narrative.	  	  
	  
The	  Struggle	  
In	  Series	  Seven	  the	  struggle	  is	  embodied	  in	  an	  exchange	  between	  mediums	  Wells	  and	  Smith	  when	  
they	  are	  in	  kitchen	  number	  one	  (purportedly	  the	  most	  active	  area	  of	  the	  Lower	  Southwood	  Cottage).	  
Here	  the	  mediums,	  in	  the	  presence	  of	  Fielding,	  feed	  off	  each	  other,	  claiming	  to	  be	  in	  contact	  with	  a	  
gentleman.	  Sounds	  of	  coughing	  or	  wheezing	  are	  heard	  by	  Fielding,	  although	  nothing	  is	  discernible	  
diegetically	  on	  the	  recording.	  Once	  again,	  during	  this	  exchange	  the	  struggle	  can	  be	  understood	  as	  a	  
battle	  between	  the	  forces	  of	  the	  physical	  and	  spiritual	  realms,	  with	  the	  physical	  struggling	  to	  interact	  
and	  interpret	  the	  spirit.	  There	  is	  also	  another	  conflict,	  with	  the	  ambiguous	  sounds	  and	  purported	  
spiritual	  contact;	  the	  audience	  is	  involved	  in	  their	  own	  struggle,	  a	  discourse	  of	  belief	  or	  disbelief	  of	  
the	  situation.	  Lower	  Southwood	  Cottage	  provides	  a	  good	  example	  of	  the	  culmination	  of	  disturbance;	  
this	  is	  the	  moment	  of	  heightened	  spectacle	  that	  every	  episode	  within	  the	  entire	  broadcast	  run	  
possesses.	  Throughout	  the	  Lower	  Southwood	  Cottage	  investigation,	  the	  narrative	  is	  pitted	  with	  
references	  of	  poltergeist	  activity;	  this	  becomes	  the	  focus	  of	  the	  narrative	  during	  the	  final	  stages	  of	  
the	  nighttime	  vigil.	  The	  culmination	  of	  struggle	  is	  played	  out	  in	  the	  same	  kitchen	  as	  before.	  Here	  the	  
team	  embark	  upon	  a	  séance,	  Fielding	  is	  keen	  to	  acknowledge	  that	  the	  mediums	  present	  are	  offering	  
protection	  to	  all	  involved.	  During	  the	  non-­‐diegetic	  narration,	  Fielding	  hints	  at	  the	  spectacle	  about	  to	  
ensue:	  
	  
it	  was	  agreed	  that	  the	  kitchen	  of	  cottage	  number	  one,	  should	  host	  a	  séance…after	  all	  this	  is	  
where	  we	  had	  heard	  [earlier	  in	  the	  episode]	  a	  medal	  fall	  to	  the	  floor,	  but	  what	  else	  would	  now	  
be	  thrown	  our	  way?	  (LIVINGtv,	  2005)	  
	  
During	  the	  séance	  sitting,	  Fielding,	  the	  team	  and	  the	  mediums	  are	  all	  seated	  around	  the	  kitchen	  
table,	  all	  touching	  hands,	  at	  this	  point	  an	  exchange	  ensues:	  
	  
Medium	  Wells:	   	   Any	  astrals	  [spirits]	  present	  please	  make	  yourselves	  known…please	  
knock	  twice.	  
[Two	  knocking	  sounds]	  
Crew:	  (whispering):	   Did	  you	  get	  it,	  Oh	  my	  God!	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Medium	  Wells:	   	   Please	  can	  you	  move	  something	  in	  this	  room,	  rather	  than	  tap	  on	  the	  
table,	  or	  move	  the	  table,	  something	  really	  definite.	  
Fielding:	   	   Is	  that	  the	  table	  moving?	  
[Table	  moves]	  
Crew:	   	   	   Expletives	  and	  gasps	  
Medium	  Wells:	   	   It’s	  a	  big	  old	  table	  to	  move	  
	  
At	  this	  point,	  both	  Wells	  and	  Smith	  are	  seen	  to	  be	  distressed	  and	  it	  is	  presented	  within	  the	  narrative	  
that	  this	  is	  because	  of	  the	  channelling	  of	  spirit.	  Smith	  is	  seen	  to	  get	  up	  and	  leave	  the	  séance	  in	  a	  
trance	  like	  state.	  Just	  after	  Smith	  leaves	  the	  kitchen,	  a	  noise	  is	  heard	  and	  Fielding	  shouts,	  
‘something’s	  thrown…’	  the	  rest	  of	  what	  is	  said	  is	  inaudible	  owing	  to	  the	  fact	  it	  is	  cancelled	  out	  in	  post	  
production	  by	  a	  frequency	  tone	  to	  hide	  expletives	  of	  either	  Fielding	  or	  another	  member	  of	  the	  crew.	  	  
	   When	  the	  situation	  calms	  down	  the	  audience	  is	  alerted	  to	  the	  presence	  of	  a	  sharp	  kitchen	  
knife	  placed	  on	  Fielding’s	  foot.	  It	  is	  at	  this	  moment	  that	  the	  culmination	  of	  disturbance	  is	  entered	  
into	  and	  height	  of	  spectacle	  creation	  achieved,	  leaving	  the	  audience	  with	  a	  multitude	  of	  questions	  
regarding	  authenticity,	  meaning,	  and	  the	  overall	  practice	  of	  the	  séance.	  These	  questions	  remain	  
unanswered	  by	  the	  programme;	  instead	  there	  is	  a	  focus	  by	  the	  team	  on	  how	  the	  knife	  might	  have	  
been	  placed	  there	  and	  the	  spirit	  that	  might	  have	  performed	  the	  act,	  alongside	  replays	  of	  the	  footage	  
of	  the	  knife	  on	  Fielding’s	  foot.	  	  The	  medium’s	  importance	  within	  the	  situation	  is	  noted	  by	  Fielding,	  
who	  states	  in	  voice-­‐over	  narration,	  ‘Gordon’s	  [Smith]	  introduction	  to	  the	  team	  only	  appears	  to	  have	  
added	  to	  our	  collective	  energies’.	  	  
	   Despite	  engaging	  in	  discussion	  of	  the	  medium	  here	  and	  notions	  of	  collective	  energies	  
regarding	  interacting	  with	  spirit,	  further	  theological	  aspects	  of	  Spiritualism	  are	  absent,	  exemplifying	  
the	  importance	  of	  spectacle	  (the	  appearance	  of	  the	  knife)	  over	  discussions	  of	  traditional	  beliefs	  that	  
are	  associated	  with	  Spiritualism	  as	  a	  theological	  pursuit.	  The	  importance	  of	  the	  knife	  over	  orthodox	  
Spiritualist	  discourse	  in	  this	  scene	  reaffirms	  the	  privileging	  of	  filmic	  narratives	  of	  spectacle.	  The	  
danger	  that	  the	  knife	  represents	  to	  the	  team	  and	  the	  inferences	  made	  by	  the	  team	  that	  a	  
malevolent	  spirit	  has	  either	  tried	  to	  harm	  (Fielding)	  or	  to	  warn	  the	  team	  become	  the	  dominant	  
narrative.	  Narrative	  focus	  on	  the	  knife	  can	  also	  be	  seen	  to	  represent	  symbol	  of	  the	  horror	  genre,	  
both	  Kawin	  (2012)	  and	  Magistrale	  (2005:	  67)	  cite	  the	  importance	  of	  the	  spectacle	  of	  the	  knife	  in	  
Psycho	  (1960),	  while	  Hanke	  (2014:	  277)	  and	  Magistrale	  (2005:	  158)	  also	  point	  to	  the	  spectacle	  of	  the	  
knife	  within	  the	  slasher	  sub-­‐genre	  horror	  citing	  Jason’s	  use	  of	  the	  implement	  in	  Halloween	  (1978).	  
This	  focus	  on	  the	  knife	  spectacle	  exemplifies	  an	  increasing	  spectacularisation	  on	  the	  narrative,	  




Elimination	  of	  Disturbance	  
Similar	  to	  Series	  Five’s	  conclusions,	  the	  closing	  scenes	  of	  Series	  Seven	  are	  characterised	  by	  a	  round	  
up	  of	  the	  evidence	  from	  the	  investigation	  by	  the	  historian	  and	  the	  parapsychologist.	  In	  Series	  Seven	  
there	  is	  once	  again	  absence	  of	  dialogue	  from	  the	  Spiritualist	  medium.	  In	  Series	  Seven	  the	  medium	  
continues	  to	  form	  a	  key	  part	  of	  the	  narrative	  of	  the	  investigation	  during	  the	  moment	  of	  heightened	  
spectacle,	  yet	  they	  are	  removed	  from	  the	  negotiations	  of	  meaning	  presented	  in	  concluding	  what	  the	  
audience	  have	  witnessed.	  This	  suggests	  that	  the	  series	  is	  less	  concerned	  with	  conveying	  the	  belief	  
system	  and	  wider	  Spiritualist	  meanings,	  but	  is	  more	  focused	  on	  proving	  to	  the	  audience	  they	  have	  
not	  seen	  a	  hyperreal	  simulation,	  placing	  the	  spectacle	  in	  relation	  to	  reality	  and	  historical	  fact.	  This	  
reinforces	  the	  notion	  that	  by	  Series	  Seven	  there	  is	  an	  intensification	  of	  the	  spectacle	  with	  this	  now	  
assuming	  the	  driving	  narrative	  and	  the	  meaning	  for	  the	  audience.	  
	  
Most	  Haunted	  Series	  Nine	  -­‐	  LIVINGtv	  2007	  
Episode	  5:	  Alton	  Towers	  
Episode	  16:	  Hever	  Castle	  
Team	  Members:	  Fielding	  (presenter),	  Wells	  (Spiritualist	  medium),	  Fiori	  (guest	  Spiritualist	  medium),	  




The	  Undisturbed	  Stage	  	  
This	  part	  of	  the	  narrative	  within	  Series	  Nine	  has	  undergone	  a	  dynamic	  shift	  from	  that	  of	  Series	  
Seven.	  Fielding	  is	  now	  the	  prominent	  figure	  within	  this	  elongated	  stage	  and	  she	  relays	  all	  the	  
historical	  information	  (no	  historian	  is	  present)	  about	  the	  location.	  There	  is	  an	  emphasis	  on	  stylistic	  
production,	  jump	  cuts	  and	  horror	  motifs	  including	  effects	  that	  simulate	  ghostly	  figures	  within	  the	  
confines	  of	  the	  location.	  Another	  new	  production	  device	  occurs	  when	  Fielding,	  through	  a	  voice-­‐over,	  
throws	  ahead	  to	  the	  struggle	  stage.	  Here	  excerpts	  of	  the	  forthcoming	  investigation	  interrupt	  the	  
undisturbed	  stage,	  with	  screaming,	  bangs	  and	  camera	  disorientation	  presenting	  hints	  of	  the	  
spectacular	  that	  are	  to	  come.	  Fielding	  walks	  the	  audience	  through	  each	  area	  that	  is	  reported	  to	  be	  
the	  most	  paranormaly	  active,	  pointing	  to	  spirits	  that	  may	  make	  themselves	  known	  later	  in	  the	  
investigation.	  In	  the	  Hever	  Castle	  episode,	  the	  medium	  and	  parapsychologist	  is	  also	  involved	  in	  the	  






The	  Disturbance	  	  
This	  stage	  opens	  with	  another	  use	  of	  the	  throw	  forward	  mechanic	  which	  is	  performed	  through	  a	  
sequential	  composite	  of	  messages	  from	  the	  medium,	  often	  referring	  to	  spirit	  encounters	  and	  
feelings	  in	  the	  location	  to	  further	  hint	  at	  the	  spectacle	  of	  the	  disturbance	  stage.	  Utilising	  information	  
from	  medium	  Wells	  on	  spirit	  names,	  Fielding	  now	  takes	  charge	  of	  the	  calling	  out,	  asking	  the	  spirits	  to	  
interact	  and	  make	  tapping	  sounds	  to	  respond	  to	  her	  questions.	  Throughout	  this	  stage,	  
parapsychologist	  O'Keeffe	  mediates	  any	  sounds	  or	  purported	  spirit	  interaction.	  
During	  the	  Hever	  Castle	  episode	  the	  guest	  medium	  Johnnie	  Fiori’s	  larger-­‐than-­‐life	  character	  aids	  the	  
spectacular	  when	  she	  accompanies	  Wells	  around	  the	  castle	  screaming	  and	  running	  away	  from	  a	  
spirit	  she	  has	  seen	  at	  a	  doorway.	  Throughout	  the	  episodes	  sampled	  in	  Series	  Nine	  it	  is	  evident	  that	  
while	  the	  main	  medium	  (Wells)	  is	  still	  present	  within	  the	  disturbance	  stage,	  the	  collection	  of	  
evidence	  and	  interpretation	  of	  messages	  from	  spirit	  is	  now	  predominantly	  the	  occupation	  of	  Fielding	  
who	  takes	  charge	  of	  where	  the	  medium	  visits	  in	  this	  stage,	  while	  becoming	  more	  prominent	  as	  a	  
communicator	  with	  reported	  spirit	  entities,	  with	  medium	  Wells	  becoming	  merely	  an	  introducer	  of	  
the	  spirit,	  further	  eroding	  notions	  of	  modern	  Spiritualism	  where	  it	  is	  solely	  the	  medium	  who	  
communicates	  with	  spirit.	  Througout	  this	  narrative	  stage	  Fielding	  will	  also	  hint	  at	  areas	  the	  team	  will	  
return	  to	  later,	  which	  may	  become	  highly	  active,	  often	  probing	  medium	  Wells	  as	  to	  whether	  an	  area	  




By	  Series	  Nine	  there	  is	  a	  clear	  intensification	  of	  the	  struggle	  stage.	  A	  significant	  contribution	  to	  
spectacle	  embedded	  within	  this	  stage	  comes	  from	  what	  Fielding	  describes	  as	  the	  lone	  vigil.	  This	  is	  
performed	  by	  two	  of	  the	  team	  members:	  producer	  Beattie	  and	  cameraman	  Torevell.	  As	  early	  as	  
Series	  Five	  these	  two	  team	  members	  routinely	  set	  out	  to	  investigate	  areas	  of	  the	  location	  that	  are	  
considered	  to	  be	  highly	  spiritually	  active,	  however	  by	  Series	  Nine	  this	  has	  become	  a	  well	  versed	  
motif.	  Each	  member	  is	  equipped	  with	  just	  a	  camcorder	  device	  (the	  attached	  flashlight	  is	  the	  only	  
light	  available)	  to	  capture	  any	  anomalous	  events	  that	  may	  occur.	  The	  spectacle	  is	  clearly	  played	  out	  
through	  horror	  film	  semiology	  and	  links	  back	  to	  the	  producer’s	  keen	  use	  of	  The	  Blair	  Witch	  stylistic	  
device	  when	  devising	  the	  ‘look’	  of	  Most	  Haunted.	  
	   While	  the	  séance	  within	  the	  Alton	  Towers	  episode	  is	  uneventful,	  this	  projects	  the	  lone	  vigil	  
into	  the	  culmination	  of	  struggle.	  Beattie	  and	  Torevell	  explore	  the	  different	  areas	  on	  their	  own,	  with	  
the	  narrative	  cutting	  between	  the	  pair’s	  camera	  footage.	  When	  cutting	  back	  to	  Beattie,	  he	  is	  visibly	  
 186	  
unsettled	  by	  something	  at	  his	  location.	  The	  next	  moment	  he	  shouts	  out	  (unclear)	  while	  the	  camera	  
he	  is	  holding	  is	  shaken	  and	  falls	  to	  the	  floor.	  The	  audience,	  who	  are	  left	  with	  a	  shot	  of	  the	  camera	  on	  
its	  side,	  lighting	  up	  the	  floor,	  sees	  all	  of	  this.	  Cutting	  back	  to	  Torevell,	  he	  tries	  to	  locate	  Beattie	  but	  is	  
unable	  to	  do	  so,	  alerting	  the	  team	  to	  the	  disappearence.	  	  While	  the	  team	  try	  and	  locate	  Beattie	  the	  
narrative	  repeatedly	  cuts	  back	  to	  his	  camera,	  still	  lying	  one-­‐sided	  lighting	  up	  the	  floor.	  This	  once	  
again	  reaffirms	  the	  horror	  film	  production	  stylistic	  and	  presents	  notions	  of	  the	  found	  footage	  
mechanic	  that	  is	  so	  reminiscent	  of	  films	  such	  as	  The	  Last	  Broadcast	  (1998),	  The	  Last	  Horror	  Movie	  
(2003)	  and	  most	  famously	  The	  Blair	  Witch	  Project	  (1999).	  What	  the	  lone	  vigil	  does	  is	  firmly	  situate	  
the	  importance	  of	  the	  spectacle	  as	  outside	  of	  the	  calling	  out	  Beattie	  and	  Torevell	  do	  because	  there	  is	  
no	  Spiritualist	  value	  in	  this	  part	  of	  the	  investigation.	  
	  
	  
Elimination	  of	  Disturbance	  
This	  narrative	  once	  again	  draws	  on	  the	  historical	  and	  parapsychological	  motifs	  that	  have	  become	  
familiar	  devices	  throughout	  the	  programme’s	  production	  run.	  The	  setting	  for	  this	  stage	  is	  presented	  
in	  the	  daylight	  with	  Fielding	  providing	  a	  clear	  and	  concise	  debrief	  of	  what	  the	  team	  have	  discovered	  
at	  the	  location.	  O’Keeffe	  again	  provides	  a	  measured	  response	  to	  the	  team’s	  findings.	  Once	  again	  the	  
spectacle	  is	  presented	  in	  relation	  to	  the	  historical	  figures	  and	  events	  at	  the	  scene,	  tying	  these	  
together	  to	  reaffirm	  the	  authenticity	  of	  the	  investigation.	  In	  the	  cold	  light	  of	  the	  following	  day,	  
O’Keeffe	  sums	  up	  the	  investigation	  and	  provides	  an	  analytical	  approach	  to	  the	  reported	  phenomena	  
experienced	  by	  the	  team.	  The	  spectacle	  of	  the	  lone	  vigil	  at	  Alton	  Towers	  where	  Beattie	  is	  allegedly	  
attacked	  by	  spirit	  continues	  to	  perforate	  this	  stage	  with	  replays	  of	  the	  footage.	  The	  heightened	  
moments	  of	  the	  spectacle	  (the	  team	  finding	  Beattie)	  are	  interspersed	  with	  O’Keeffe’s	  
parapsychological	  testimony.	  Production	  of	  this	  stage	  is	  more	  in-­‐line	  with	  the	  horror	  motifs	  that	  
Heholt	  describes	  than	  previous	  series,	  thereby	  reinforcing	  the	  positioning	  of	  the	  Spiritualist	  
experience	  as	  one	  that	  is	  played	  out	  through	  filmic	  modes	  of	  spectacle.	  
	  
	  
Most	  Haunted	  Series	  Fourteen	  -­‐	  LIVINGtv	  2010	  
Episodes	  under	  analysis:	  
Episode	  2:	  Kiplin	  Hall	  
Episode	  4:	  Brinkburn	  Priory	  
Episode	  5:	  The	  Woods	  
Episode	  6:	  Maesmawr	  Hall	  




Team	  Members:	  Fielding	  (presenter),	  Conway	  (Spiritualist	  medium),	  Matthews	  (guest	  Spiritualist	  
medium),	  O’Keeffe	  (parapsychologist),	  Smith	  (historian),	  Beattie	  (Producer),	  Torevell	  (cameraman)	  /	  
sound	  crew,	  Howe	  (make	  up).	  
	  
	  
Before	  embarking	  on	  the	  textual	  analysis	  and	  structure	  of	  Series	  Fourteen,	  the	  reshaping	  of	  the	  
programme’s	  production	  stylistics	  should	  be	  noted;	  here	  there	  is	  a	  shift	  to	  focus	  attention	  on	  the	  
slickness	  associated	  with	  fictional	  narratives	  that	  contributes	  to	  the	  increasing	  spectacularisation	  of	  
the	  programme.	  The	  episodes	  have	  now	  divested,	  although	  not	  completely,	  previous	  modes	  of	  
amateur	  production	  as	  noted	  by	  Heholt	  (2012);	  there	  are	  still	  glimpses	  of	  the	  jerky	  amateur	  
aesthetics	  and	  diegetic	  footage	  symbolic	  of	  the	  spectacle	  of	  the	  horror	  genre.	  The	  constant	  of	  the	  
haunting	  music	  remains,	  however	  a	  far	  slicker,	  stylistic	  cinematic	  form	  is	  now	  prioritised.	  	  
	   The	  opening	  shots	  of	  Fielding	  presenting	  the	  introduction	  use	  camera	  jibs,	  rails	  and	  steady	  
cams,	  creating	  a	  far	  more	  filmic	  look.	  Outside	  of	  the	  nighttime	  vigil	  most	  shots	  are	  on	  high	  definition	  
cameras	  and	  there	  appears	  to	  be	  a	  concerted	  effort	  to	  move	  away	  from	  the	  amateur	  footage	  that	  
has	  been	  the	  mainstay	  of	  narrative	  performance	  up	  to	  now.	  The	  overall	  approach	  to	  this	  series	  sees	  
Fielding	  adopt	  a	  far	  more	  confident	  and	  confrontational	  approach	  during	  her	  interaction	  with	  the	  
medium	  and	  the	  ensuing	  spirit	  communications.	  This	  confrontational	  approach	  further	  enhances	  the	  
spectacle	  where	  this	  discourse	  of	  confrontation	  between	  Fielding	  and	  the	  spirit	  takes	  centre	  stage,	  
not	  dissimilar	  to	  the	  fight	  scene	  in	  a	  filmic	  narrative.	  The	  increased	  elements	  of	  spectacle	  that	  were	  
emerging	  in	  Series	  Five	  and	  certainly	  within	  Series	  Seven	  and	  Nine	  are	  now	  overt	  within	  the	  
narrative.	  	  
	  
The	  Undisturbed	  Stage	  	  
This	  narrative	  stage,	  like	  that	  of	  Series	  Nine,	  is	  now	  considerably	  elongated.	  Within	  the	  narrative	  
construction	  there	  is	  now	  a	  lengthy	  historical	  piece	  and	  a	  detailed	  parapsychological	  feature.	  Unlike	  
Series	  Nine,	  this	  is	  now	  once	  again	  mixed	  with	  the	  anecdotal	  experiences	  of	  the	  owners	  and	  
representatives	  of	  the	  location,	  providing	  a	  level	  of	  cohesion	  between	  historical	  facts	  and	  the	  
anomalies	  being	  personally	  experienced.	  Chris	  Conway	  is	  now	  the	  resident	  medium	  on	  the	  
programme60.	  	  
	  
The	  Disturbance	  	  
Series	  Fourteen	  features	  a	  complete	  reshaping	  of	  the	  roles	  of	  the	  medium	  and	  the	  crew.	  In	  earlier	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
60	  Conway	  first	  appeared	  as	  a	  medium	  on	  the	  programme	  in	  Series	  Thirteen.	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episodes	  the	  team	  had	  been	  sizeable	  and	  this	  is	  confirmed	  in	  an	  interview	  with	  the	  controller	  of	  
LIVINGtv	  Richard	  Woolfe	  in	  2009,	  where	  he	  describes	  the	  team	  as	  providing:	  ‘a	  zoo	  format	  with	  lots	  
of	  people	  on-­‐screen.	  A	  variety	  of	  historians,	  mediums,	  cameramen,	  soundmen,	  it’s	  a	  fantastic	  way	  of	  
bringing	  the	  show	  to	  life’	  (Hill,	  2010:	  70).	  By	  Series	  Fourteen	  however	  the	  ‘zoo	  format’	  that	  Woolfe	  
acknowledges	  is	  not	  as	  apparent,	  the	  team	  appears	  smaller,	  with	  historian	  Lesley	  Smith	  adopting	  an	  
intrinsic	  role	  in	  the	  overall	  narrative.	  Smith	  also	  continues	  the	  established	  dynamic	  of	  marking	  the	  
mediums’	  communications,	  in	  a	  game-­‐like	  fashion,	  often	  referring	  to	  the	  mediumistic	  
communication	  as	  a	  ‘good	  hit,’	  when	  Conway	  identifies	  a	  spirit	  name	  or	  incident	  that	  matches	  
Smith’s	  historical	  data.	  Once	  again,	  the	  disturbance	  stage	  within	  Series	  Fourteen	  provides	  hints	  of	  
what	  is	  coming	  in	  the	  struggle	  and	  culmination	  of	  disturbance	  stages.	  
	   The	  dynamic	  of	  the	  disturbance	  narrative	  has	  significantly	  shifted	  highlighting	  how	  Series	  
Fourteen	  has	  become	  a	  narrative	  of	  spectacle.	  The	  medium	  is	  now	  led	  around	  the	  location	  by	  the	  
smaller	  team.	  During	  Series	  Fourteen,	  Episode	  2	  on	  location	  at	  Kiplin	  Hall	  medium	  Conway	  teams	  up	  
with	  Fielding	  and	  O'Keeffe	  to	  go	  around	  the	  property.	  Until	  this	  point	  the	  medium	  has	  always	  led	  the	  
investigation	  and	  the	  narrative,	  thus	  determining	  the	  direction	  of	  the	  investigation,	  but	  here	  Fielding	  
and	  O'Keeffe	  lead	  the	  medium	  to	  certain	  items	  that	  have	  been	  identified	  as	  paranormal	  and	  suitable	  
for	  a	  psychic	  reading,	  an	  example	  of	  this	  is	  what	  appears	  to	  be	  a	  wooden	  chopping	  block61.	  On	  
reaching	  the	  block	  Conway	  is	  presented	  engaging	  in	  conversation	  with	  spirit,	  posing	  questions	  about	  
the	  block,	  and	  in	  line	  with	  his	  questions	  the	  audience	  hears	  the	  diegetic	  sound	  of	  tapping,	  seemingly	  
in	  response	  to	  Conway’s	  questions.	  	  
	   This	  heightened	  level	  of	  interaction	  with	  spirit	  is	  enough	  for	  Fielding	  to	  decide	  that	  they	  
should	  return	  later	  during	  the	  vigil,	  as	  there	  may	  well	  be	  a	  more	  significant	  interaction	  with	  spirit.	  A	  
notable	  shift	  is	  the	  number	  of	  sounds	  presented	  as	  interactions	  with	  spirit	  in	  Series	  Fourteen,	  for	  
example	  drawing	  on	  the	  statistical	  research,	  at	  Chillingham	  Castle,	  during	  the	  team’s	  investigation	  in	  
Series	  One,	  there	  were	  six	  sounds	  noted	  while	  at	  Belsey	  Hall,	  in	  Series	  Fourteen,	  there	  were	  18	  
sounds	  noted	  by	  the	  team,	  illustrating	  the	  importance	  of	  sound	  as	  a	  mode	  of	  spectacle.	  Sound	  itself	  
is	  an	  important	  filmic	  device,	  particularly	  its	  usage	  within	  the	  horror	  genre.	  Spadoni	  (2007:	  3-­‐4)	  
illuminates	  us	  on	  the	  importance	  of	  sound	  in	  relation	  to	  early	  horror	  production	  while	  Wittington	  
suggests	  that	  sound	  becomes	  the	  ‘sonic	  backdrop	  for	  the	  shadowy	  contents	  of	  the	  frame’	  (Benshoff,	  
2014:	  158).	  While	  amateur	  camera	  production	  is	  less	  noticeable	  in	  Series	  Fourteen,	  there	  is	  a	  
production	  emphasis	  on	  cutting	  to	  black	  and	  white	  footage	  when	  focusing	  in	  close	  on	  the	  medium	  
communicating	  with	  spirit.	  This	  seems	  to	  be	  a	  gentle	  reminder	  of	  both	  the	  amateur	  techniques	  that	  
once	  proliferated	  the	  programme’s	  production	  form,	  while	  it	  may	  also	  be	  an	  attempt	  to	  adopt	  yet	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61	  The	  chopping	  block	  was	  used	  in	  the	  execution	  of	  Charles	  1st	  in	  1649.	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another	  filmic	  code.	  Black	  and	  white	  footage	  is	  arguably	  a	  code	  for	  reality,	  for	  example	  authentic	  
news	  footage,	  which	  is	  used	  in	  films	  /	  television	  documentaries	  to	  offer	  a	  sense	  of	  authenticity	  and,	  
as	  noted	  earlier,	  the	  ‘of	  the	  moment’	  link	  to	  reality	  (Deacon	  et	  al.,	  2007:	  203).	  These	  black	  and	  white	  
cutaways	  indicate	  yet	  a	  further	  simulation	  of	  reality	  through	  Most	  Haunted’s	  production	  modes.	  It	  is	  
also	  during	  this	  stage	  of	  the	  investigation	  that	  the	  historian	  is	  asked	  by	  Fielding	  ‘How	  we	  doing?’	  
Once	  again	  there	  is	  a	  historical	  examination	  of	  the	  evidence,	  whereupon	  the	  historian	  rates	  the	  
mediumistic	  messages	  for	  their	  accuracy.	  	  
	  
The	  Struggle	  
The	  struggle	  narrative	  stage	  within	  Series	  Fourteen	  is	  played	  out	  through	  the	  earlier	  parts	  of	  the	  
nighttime	  vigil.	  It	  is	  here	  that	  the	  amateur	  footage	  that	  was	  once	  a	  fundamental	  stylistic	  of	  the	  entire	  
programme	  makes	  a	  return.	  Within	  the	  vigil	  the	  historian	  appears	  to	  drive	  the	  narrative,	  often	  
questioning	  Conway	  as	  to	  the	  nature	  of	  his	  communications	  with	  spirit.	  Fielding	  and	  fellow	  producer	  
Beattie	  are	  now	  positioned	  watching	  events	  unfold,	  viewing	  sets	  of	  webcams	  transmitting	  back	  live	  
data	  from	  around	  the	  location.	  The	  footage	  cuts	  between	  webcam,	  handy	  cam	  shots,	  with	  the	  
trademark	  nighttime	  look	  of	  zero-­‐lux	  footage.	  An	  example	  of	  this	  part	  of	  the	  narrative	  can	  be	  seen	  in	  
the	  team’s	  investigation	  at	  Kiplin	  Hall	  where	  both	  medium	  Conway	  and	  historian	  Lesley	  Smith	  see	  a	  
figure	  in	  the	  doorway.	  Parapsychologist	  O'Keeffe	  steps	  in	  and	  scientifically	  examines	  the	  situation,	  
asking	  if	  anyone	  else	  had	  experienced	  this.	  The	  audience	  are	  provided	  with	  varying	  different	  views	  of	  
the	  area	  in	  question,	  whereupon	  Conway	  comes	  up	  with	  a	  name	  for	  the	  man,	  ‘Charles	  Carpenter,’	  
historian	  Smith	  confirms	  this	  name	  is	  correct.	  	  
	   The	  culmination	  of	  struggle	  within	  Series	  Fourteen	  is	  once	  again	  reshaped	  from	  earlier	  
narrative	  formations,	  now	  with	  a	  much	  more	  intense	  spectacle.	  This	  is	  very	  significant	  for	  this	  study	  
and	  the	  interpretation	  of	  Spiritualism	  as	  a	  media	  spectacle.	  Whereas	  before	  the	  medium	  has	  always	  
been	  present	  during	  this	  critical	  stage,	  Oppenheim	  observes	  that:	  ‘in	  the	  spiritualist	  home	  circle,	  the	  
medium	  was	  not	  simply	  an	  observer;	  she	  was	  the	  crucial	  participant	  in	  the	  unfolding	  drama’	  (1985:	  
10),	  but	  there	  now	  appears	  to	  be	  an	  absence	  of	  the	  Spiritualist	  medium.	  The	  struggle	  takes	  a	  
recurring	  theme	  where	  producer	  Beattie	  undergoes	  an	  interaction	  with	  spirit,	  this	  either	  takes	  the	  
form	  of	  a	  vision,	  a	  sensation	  (such	  as	  being	  touched	  or	  hit)	  or,	  in	  one	  case,	  being	  locked	  in	  a	  
basement	  by	  a	  presumed	  spirit.	  During	  one	  incident	  where	  Beattie	  is	  locked	  in,	  he	  talks	  directly	  to	  
camera	  stating:	  ‘It's	  kind	  of	  ceased	  to	  be	  a	  paranormal	  investigation,	  and	  I'm	  starting	  to	  feel	  it's	  a	  
fight	  for	  survival!’	  In	  Series	  Fourteen	  the	  team	  adopt	  a	  broader	  range	  of	  Spiritualist	  devices,	  and	  
regularly	  engage	  in	  séances	  without	  a	  medium.	  The	  Kiplin	  Hall	  investigation	  offers	  an	  example	  of	  
this.	  Here	  Fielding	  and	  Beattie,	  accompanied	  by	  a	  small	  team,	  return	  back	  to	  the	  wooden	  block	  (used	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in	  the	  execution	  of	  King	  Charles	  1st),	  noted	  for	  its	  spiritual	  energies	  earlier	  by	  medium	  Conway.	  	  
	   The	  team	  are	  shown	  adopting	  what	  may	  be	  understood	  as	  Ouija	  board	  position,	  all	  with	  one	  
finger	  on	  the	  piece	  of	  wood.	  Fielding	  calls	  out	  and	  there	  are	  various	  tapping	  sounds	  heard,	  these	  are	  
taken	  as	  replies	  to	  Fielding’s	  calling	  out.	  This	  Ouija-­‐séance	  meshing	  of	  practices	  culminates	  with	  
dramatic	  effect,	  when	  after	  Fielding	  challenges	  spirit	  to	  push	  the	  piece	  of	  wood	  the	  audience	  witness	  
the	  wooden	  block	  moving	  some	  three	  to	  five	  centimetres	  towards	  her.	  Whereas	  before	  the	  team	  
might	  have	  screamed,	  there	  are	  gasps	  followed	  by	  a	  replaying	  of	  the	  evidence	  on-­‐screen,	  for	  the	  
audience	  to	  form	  opinions	  of	  what	  they	  have	  just	  seen.	  The	  lack	  of	  screams	  or	  significant	  audible	  
shock	  from	  any	  of	  the	  team	  may	  suggest	  that	  events	  such	  as	  this	  are	  now	  an	  expected	  element	  of	  
the	  programme	  and	  not	  extraordinary,	  and	  that	  the	  drive	  is	  for	  an	  ever	  greater	  spectacle.	  
	  
	  
Elimination	  of	  Disturbance	  
The	  Series	  Fourteen	  conclusion	  features	  only	  the	  parapsychologist,	  with	  an	  appraisal	  of	  the	  notable	  
paranormal	  occurrences	  witnessed	  on	  the	  show,	  scientifically	  dissecting	  the	  events.	  As	  in	  Series	  Nine	  
this	  is	  edited	  between	  O’Keeffe	  and	  hightened	  mements	  of	  spectacle	  from	  the	  struggle	  stage.	  In	  
addition	  to	  this	  textual	  analysis,	  the	  numerical	  data	  from	  Seriries	  Fourteen	  shows	  a	  significant	  lift	  in	  
the	  number	  of	  spirit	  interactions	  (set	  against	  Series	  One)	  with	  a	  total	  from	  the	  five	  episodes	  sampled	  
being	  197,	  a	  rise	  of	  34%	  with	  an	  average	  of	  39	  spirit	  communications	  in	  each	  episode	  within	  Series	  
Fourteen.	  The	  textual	  analysis	  has	  extracted	  evidence	  of	  a	  significant	  increase	  in	  representations	  of	  
interaction	  with	  spirit	  through	  noises,	  such	  as	  tapping	  and	  scratching,	  there	  is	  also	  inference	  that	  
sensations	  such	  as	  cold	  spots	  and	  team	  members	  being	  touched	  are	  indicative	  of	  spirit	  interaction.	  
This	  rise	  in	  ‘sensations’	  from	  those	  collected	  in	  Series	  One	  can	  be	  seen	  here	  in	  Table	  5.2	  and	  this	  
would	  suggest	  that	  despite	  the	  continued	  presence	  of	  parapsychological	  expertise,	  as	  provided	  by	  
O’Keeffe,	  Most	  Haunted	  increasingly	  privileges	  the	  spectacular	  presentation	  of	  visual	  and	  aural	  cues	  
as	  simulation	  to	  produce	  a	  bifurcating	  set	  of	  discursive	  patterns	  in	  which	  the	  scientific	  assessment	  of	  
the	  phenomena	  is	  in	  opposition	  to	  the	  spectacular	  signs	  of	  Spiritualism	  that	  are	  presented.	  
	  
Interaction	  with	  Spirit	  with	  Most	  Haunted	  Series	  Fourteen,	  2010.	  Aired	  
Tuesday	  9:00	  PM	  Jun	  30,	  2010	  on	  Living	  




	   	   	   	  
Messages	  from	  spirit,	  mediated	  
through	  the	  medium	  
5	   11.36%	   	  
Spiritualist	  medium	  Channelling	  /	   0	   0.00%	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Direct	  Voice	  Phenomenon	  
Séances	  	   2	   4.55%	   	  
Interaction	  through	  a	  spirit	  guide	   0	   0.00%	   	  
Spiritual	  Healing	   0	   0.00%	   	  
	   	   	   	  
Electro	  magnetic	  field	  fluctuations	   0	   0.00%	   	  
Temperature	  fluctuations	   0	   0.00%	   	  
Trigger	  object	  movements	   0	   0.00%	   	  
Calling	  out	  and	  subsequent	  apparent	  
responses	  through	  noises	  heard.	  
7	   15.91%	   	  
Sounds	   18	   40.91%	   	  
On	  camera	  anomalies	  such	  as	  ‘orbs,’	  
visions,	  moving	  objects	  	  
3	   6.82%	   	  
Sensations	   9	   20.45%	   	  
Anecdotal	   0	   0.00%	   	  
	   	   	   	  




Spiritualism	  -­‐	  A	  Transformation	  through	  Ambiguity,	  Authenticity	  and	  Simulation	  	  
This	  detailed	  textual	  analysis	  of	  the	  programme’s	  structure	  and	  shifting	  team	  dynamic	  has	  provided	  
evidence	  of	  a	  shifting	  set	  of	  representations	  of	  Spiritualism	  offering	  compelling	  evidence	  as	  to	  the	  
complex	  relationships	  and	  meanings	  that	  are	  formed	  for	  the	  audience,	  and	  how	  the	  spectacle	  is	  
being	  achieved.	  While	  Spiritualism	  within	  the	  text	  is	  omnipresent,	  what	  is	  evident	  is	  its	  appropriation	  
and	  simulation	  by	  Most	  Haunted.	  The	  orthodox	  practices	  and	  beliefs	  of	  Spiritualism	  have	  become	  an	  
informing	  idea	  that	  is	  displaced	  by	  the	  prioritisation	  of	  media	  spectacle.	  
	   These	  shifts	  in	  the	  representation	  of	  Spiritualism	  are	  fundamental	  to	  this	  research	  in	  framing	  
the	  spectacularisation	  of	  Spiritualism.	  It	  is	  apparent	  from	  the	  analysis	  above	  that	  there	  is	  evidence	  of	  
shifts	  in	  general	  production	  of	  the	  programme	  and	  emphasis	  on	  the	  role	  of	  the	  medium	  and	  
practices	  of	  Spiritualism.	  Early	  episodes	  adopted	  raw	  amateur	  footage	  while	  the	  later	  episodes	  
present	  a	  far	  more	  polished	  and	  cinematic	  feel	  while	  still	  drawing	  on	  the	  amateur	  footage	  for	  a	  look	  
and	  feel	  of	  authenticity.	  This	  look	  raises	  general	  questions	  as	  to	  the	  framing	  of	  the	  programme	  as	  
fiction	  or	  reality.	  While	  Hill	  has	  argued	  that	  Most	  Haunted	  plays	  out	  a	  staging	  of	  reality	  (2010:	  87)	  
she	  acknowledges	  that	  there	  is	  an	  ‘emotional	  realism’	  (2010:	  79)	  that	  is	  conveyed	  within	  the	  
programme,	  further	  feeding	  into	  audience	  discussions	  of	  ambiguity	  and	  authenticity	  within	  the	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show,	  where	  the	  audience	  believe	  that	  the	  on-­‐screen	  characters	  really	  are	  scared	  and	  this	  is	  not	  
staged	  for	  the	  cameras.	  Hill	  suggests	  that	  while	  the	  show	  has	  elements	  of	  performance	  to	  camera	  
and	  staging,	  emotions	  are	  harder	  to	  construct,	  placing	  the	  audience	  in	  a	  position	  that	  challenges	  
their	  perception	  of	  what	  is	  genuine	  and	  what	  is	  presented	  for	  enhanced	  spectacle,	  in	  this	  context	  the	  
performance	  becomes	  the	  very	  definition	  of	  a	  simulation,	  where	  there	  is	  an	  inability	  to	  tell	  the	  
difference	  between	  real	  and	  fake.	  	  
	   As	  detailed	  earlier,	  Most	  Haunted	  is	  presented	  within	  the	  entertainment	  genre,	  but	  despite	  
this,	  Hill	  views	  the	  programme	  as	  operating	  in	  a	  far	  more	  complex	  way	  than	  just	  providing	  
entertainment.	  She	  suggests	  that	  audiences	  engage	  with	  the	  show	  and,	  while	  they	  are	  savvy	  media	  
critics,	  fully	  aware	  of	  the	  constructions	  of	  reality,	  they	  engage	  with	  areas	  of	  sceptic	  and	  believer	  in	  
relation	  to	  the	  programme’s	  representation	  of	  the	  paranormal.	  While	  Most	  Haunted	  represents	  the	  
paranormal,	  within	  this,	  what	  is	  occurring	  to	  the	  Spiritualist	  belief	  system?	  As	  a	  fundamental	  
narrative	  within	  the	  programme,	  Spiritualism	  is	  the	  overriding	  spectacle;	  the	  ability	  to	  communicate	  
with	  spirit,	  motifs	  of	  the	  belief	  system,	  such	  as	  channelling,	  séances	  and	  other	  forms	  of	  mediumistic	  
communication	  are	  the	  backbone	  of	  what	  is	  happening	  on-­‐screen	  and	  drive	  the	  narrative	  of	  Most	  
Haunted,	  but	  these	  representations,	  and	  the	  way	  in	  which	  the	  audience	  is	  provided	  with	  meaning	  in	  
regarding	  the	  Spiritualist	  belief	  system	  is	  underplayed	  in	  Hill’s	  work.	  	  
	   In	  order	  to	  re-­‐address	  this,	  Baudrillard’s	  theories	  provide	  a	  useful	  way	  to	  interpret	  what	  is	  
occurring	  on-­‐screen.	  In	  his	  work	  Dust	  Breeding	  Baudrillard	  outlines	  notions	  that	  reality	  television	  
performs	  the	  spectacle	  of	  nullité	  or	  the	  insignificant	  (n.d.).	  Exploring	  further	  this	  critique,	  Baudrillard	  
suggests	  that	  everything	  is	  now	  presented	  as	  on	  show	  to	  the	  audience,	  and	  the	  spectator	  is	  complicit	  
in	  participating	  in	  watching	  but	  also	  being	  watched,	  as	  exemplified	  by	  Big	  Brother.	  Positioning	  Most	  
Haunted	  into	  this	  framework,	  what	  is	  taking	  place	  is	  a	  spectacle	  of	  the	  insignificant,	  and	  the	  
unimportant.	  A	  large	  amount	  of	  the	  spectacle	  within	  the	  programme	  is	  situated	  in	  events	  such	  as	  the	  
possible	  sightings	  of	  paranormal	  light	  anomalies,	  sounds	  such	  as	  scratching,	  tapping	  (these	  are	  rarely	  
heard	  on-­‐screen)	  and	  the	  screaming	  at	  what	  is	  interpreted	  by	  the	  team	  as	  ghostly	  spectres	  in	  the	  
dark,	  alongside	  the	  team	  being	  alarmed	  by	  their	  own	  shadows.	  A	  significant	  example	  of	  this	  
spectacle	  of	  nullité	  is	  performed	  through	  the	  investigation	  where	  the	  Most	  Haunted	  team	  
investigate	  a	  wooded	  area;	  the	  episode	  is	  titled	  The	  Woods,	  Series	  Fourteen.	  Here,	  not	  unnaturally,	  
there	  are	  a	  lot	  of	  outdoor	  noises	  that	  you	  would	  expect	  in	  a	  wood.	  In	  this	  episode,	  every	  rustle	  and	  
sound	  made	  by	  trees	  becomes	  cited	  as	  paranormal	  activity	  and	  possible	  interaction	  with	  spirit.	  
	   Baudrillard’s	  theories	  of	  simulation	  are	  also	  valuable	  to	  grapple	  with	  this	  shift	  from	  
traditional	  Spiritualist	  belief	  system	  to	  media	  spectacle.	  Recapping	  on	  this	  pivotal	  theory,	  Baudrillard	  
theorises	  that	  through	  the	  representation	  of	  events	  on-­‐screen,	  there	  is	  a	  creation	  of	  a	  hyperreality.	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This	  occurs	  at	  the	  moment	  there	  is	  a	  presentation	  of	  motifs	  that	  simulate	  the	  real.	  Thus	  the	  
simulations	  become	  the	  real	  and	  the	  real	  becomes	  endangered,	  as	  the	  simulation	  is	  hard	  to	  
differentiate	  form	  the	  real	  itself.	  In	  this	  paradigm,	  Spiritualism	  and	  its	  practices	  become,	  in	  
Baudrillard’s	  terms,	  staged,	  where	  their	  representations	  on-­‐screen	  now	  become	  the	  real,	  and	  it	  is	  
these	  constructs	  of	  the	  Spiritualist	  belief	  system	  that	  become	  the	  accepted	  model	  of	  understanding	  
what	  Spiritualism	  is	  to	  the	  audience.	  In	  Most	  Haunted	  the	  representations	  of	  spiritual	  
communication,	  séances,	  channelling,	  and	  spiritual	  healing	  are	  simulations	  and	  become	  an	  example	  
of	  this	  hyperreality	  possessing	  only	  empty	  forms	  of	  Spiritualist	  practice.	  Earlier	  in	  this	  thesis	  
Baudrillard’s	  theories	  of	  simulation	  were	  nuanced	  through	  the	  work	  of	  Merrin	  (2005)	  and	  Gane	  
(1991)	  who	  argue	  that	  the	  nihilist	  approach,	  reading	  his	  work	  as	  postmodernist,	  represents	  a	  
misunderstanding.	  They	  argued	  that	  the	  empty	  signs	  have	  themselves	  become	  a	  language	  of	  their	  
own	  and	  capable	  of	  a	  symbolic	  exchange	  (albeit	  virtual).	  Applying	  this	  notion	  to	  this	  study,	  these	  
empty	  signs	  of	  Spiritualism	  are	  actually	  now	  employed	  as	  the	  language	  that	  through	  the	  production	  
of	  Most	  Haunted	  further	  carve	  out	  the	  conventions	  and	  readable	  motifs	  of	  the	  paranormal	  media	  
genre.	  
	   This	  use	  of	  Spiritualist	  terminology,	  and	  practices	  presents	  the	  audience	  with	  a	  set	  of	  stylistic	  
images	  of	  mediumship,	  framed	  within	  filmic	  devices,	  which	  enhance	  the	  spectacle	  while	  further	  
extricating	  Spiritualist	  meaning.	  Derrida	  et	  al.	  theorise	  this	  removal	  of	  the	  real,	  suggesting	  that	  what	  
is	  happening	  is	  the	  creation	  of	  an	  artificial	  image	  rather	  than	  a	  record	  of	  the	  genuine	  event	  (2002:	  
41).	  In	  much	  the	  same	  way	  as	  King	  noted	  the	  importance	  of	  reality	  television’s	  rawness	  and	  live	  
quality,	  Derrida	  also	  suggests	  that	  the	  presentation	  of	  ‘live’	  media	  serves	  to	  create	  a	  level	  of	  purity	  
and	  truth	  within	  the	  text,	  prompting	  its	  audience	  to	  believe	  its	  authenticity	  through	  referents	  of	  
what	  King	  describes	  as:	  ‘this	  was	  there’	  (2005:	  94).	  This	  is	  significant	  with	  Most	  Haunted,	  where	  
despite	  the	  programme	  being	  pre-­‐recorded	  (outside	  of	  its	  Live	  episodes)	  it	  is	  produced	  as	  if	  live,	  and	  
the	  timing	  is	  in	  chronological	  ‘temporal	  order’	  (Bordwell	  and	  Thompson,	  1997:	  96)	  with	  seemingly	  
unscripted	  narratives.	  In	  Derrida’s	  framework	  this	  ‘live’	  quality	  would	  present	  a	  heightened	  level	  of	  
believability.	  	  
	   The	  simulation	  of	  Spiritualism	  within	  Most	  Haunted	  has	  now	  transferred	  from	  the	  spectacle	  of	  
the	  Spiritualist	  medium,	  where	  traditional	  forms	  of	  Spiritualism	  would	  offer	  a	  level	  of	  spectacle	  
deriving	  from	  the	  medium,	  to	  a	  spectacle	  that	  is	  now	  being	  played	  out	  as	  one	  that	  is	  solely	  a	  
spectacle	  of	  the	  media.	  	  Best	  and	  Kellner	  deconstruct	  the	  importance	  of	  the	  contemporary	  media	  
spectacle	  and	  the	  audience	  –	  producer	  relationship,	  exploring	  the	  cumulative	  parts	  of	  the	  media	  
spectacle	  discussing	  that	  contemporary	  society	  is	  organised	  around	  the	  consumption	  of	  images	  and	  
commodities	  (1997:	  84)	  with	  no	  genre	  safe	  from	  stylisation,	  from	  news	  to	  religion	  and	  sport,	  all	  have	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become	  victims	  of	  a	  process	  that	  seeks	  to	  transform	  them	  into	  aesthetic	  forms	  where	  image	  
synthesis	  has	  taken	  over	  from	  the	  real,	  presenting	  a	  simulation	  of	  the	  real	  itself.	  This	  envisages	  the	  
spectacle	  itself	  as	  the	  dominant	  form	  of	  focus	  for	  the	  audience	  and	  the	  event/s	  being	  covered	  
become	  secondary	  to	  the	  modus	  operandi	  of	  the	  production,	  where	  the	  image	  synthesis	  and	  
stylisation	  assume	  the	  dominant	  narrative.	  A	  clear	  example	  of	  the	  transformation	  of	  Spiritualism	  to	  
media	  spectacle	  is	  provided	  through	  the	  celebrity	  editions	  of	  Most	  Haunted	  broadcast	  between	  2003	  
and	  2010,	  which	  became	  popular	  additions	  to	  the	  various	  series.	  	  
	   Drawing	  on	  analysis	  of	  these	  programmes,	  the	  celebrity	  forms	  part	  of	  the	  introduction	  of	  the	  
programme.	  As	  self-­‐confessed	  fans	  of	  the	  show,	  they	  are	  interviewed	  by	  Fielding	  and	  express	  
interests	  in	  paranormal,	  outlining	  their	  beliefs	  or	  scepticisms.	  From	  the	  outset	  of	  these	  episodes,	  the	  
celebrity	  becomes	  the	  focus	  of	  the	  show,	  often	  driving	  the	  narrative,	  particularly	  in	  relation	  to	  their	  
psyche	  and	  their	  ability	  to	  deal	  with	  episodes	  of	  purported	  paranormal	  activity.	  In	  this	  context,	  the	  
celebrity	  engaged	  in	  fear	  becomes	  an	  additional	  part	  of	  the	  overall	  spectacle.	  An	  example	  of	  this	  is	  
seen	  when	  television	  comedian	  Vic	  Reeves	  and	  his	  wife	  Nancy	  Sorrel	  join	  an	  investigation	  at	  
Belgrave	  Hall.	  During	  an	  opening	  interview	  Sorrel	  states:	  ‘I	  love	  Derek	  [Acorah]	  when	  he	  gets	  the	  
ghost	  inside	  him	  and	  goes	  ahhhh	  and	  just	  lets	  rip!’	  	  The	  celebrity	  becomes	  central	  to	  the	  show’s	  
narrative,	  and	  their	  presence	  within	  the	  investigation	  serves	  to	  further	  strengthen	  the	  entertaining	  
spectacle.	  	  
	   An	  example	  of	  this	  within	  the	  Belgrave	  Hall	  episode	  is	  played	  out	  where	  comedian	  Reeves	  
goes	  off	  on	  his	  own,	  only	  to	  suddenly	  recoil	  with	  fear	  over	  the	  potential	  of	  paranormal	  activity	  
occurring.	  His	  screams	  and	  exiting	  the	  area	  are	  filmed	  by	  his	  own	  camera	  and	  are	  presented	  
alongside	  footage	  of	  team	  members	  coming	  to	  his	  rescue.	  The	  team	  and	  Reeves	  descend	  into	  
laughter	  about	  his	  moment	  of	  terror.	  The	  celebrity	  edition	  of	  Most	  Haunted	  became	  the	  forerunner	  
of	  two	  other	  paranormal	  television	  programmes,	  I’m	  Famous	  and	  Frightened	  (LIVINGtv	  2004-­‐5)	  and	  
most	  notably	  Ghosthunting	  With…This	  ITV	  programme	  invited	  celebrities	  on	  ghost	  hunting	  
investigations,	  the	  stars	  included	  Radio	  1	  DJ	  Scott	  Mill,	  boy	  band	  McFly,	  I’m	  a	  Celebrity	  Get	  Me	  Out	  
of	  Here	  winners	  Matt	  Willis	  and	  Christopher	  Biggins	  and	  girl	  group	  Girls	  Aloud,	  among	  others.	  These	  
programmes	  did	  not	  feature	  a	  Spiritualist	  medium	  but	  presented	  numerous	  séances	  and	  episodic	  
uses	  of	  Ouija	  boards.	  The	  emphasis	  was	  on	  the	  celebrities	  themselves	  and	  their	  psychological	  
reaction	  to	  being	  placed	  into	  a	  seemingly	  paranormal	  situation.	  	  
	   The	  introduction	  of	  the	  celebrity	  guest	  prioritises	  notions	  of	  celebrity	  and	  how	  they	  respond	  
emotionally.	  Most	  Haunted	  is	  well	  away	  from	  their	  usual	  on-­‐screen	  environments.	  During	  the	  
investigations	  the	  celebrities	  are	  filmed	  in	  the	  dark,	  occasionally	  on	  their	  own,	  with	  the	  noises	  and	  
suggestions	  of	  paranormal	  activity	  framing	  their	  physical	  and	  emotional	  reactions.	  In	  this	  paradigm	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the	  emotions	  themselves	  have	  become	  the	  spectacle,	  examples	  of	  this	  include	  Vic	  Reeves’	  outburst	  
(noted	  earlier),	  also	  TV	  presenter	  Gaby	  Roslin	  who	  featured	  on	  the	  Most	  Haunted	  investigation	  at	  
the	  Old	  Hall,	  Sandbach62.	  Halfway	  through	  the	  nighttime	  vigil	  the	  audience	  is	  made	  aware	  that	  the	  
star	  had	  left	  the	  investigation	  after	  finding	  the	  experience	  ‘particularly	  draining’.	  The	  celebrity	  
programmes	  are	  once	  again	  useful	  in	  understanding	  the	  importance	  of	  the	  spectacle	  over	  any	  
traditional	  understandings	  of	  spirit	  communications	  through	  Spiritualist	  practices	  and	  offer	  a	  useful	  
understanding	  of	  how	  emotional	  responses	  become	  more	  important	  than	  any	  evidence	  of	  
paranormal.	  The	  emotions	  represent	  a	  shift	  away	  from	  the	  investigation	  and	  further	  enhance	  the	  
ambiguity	  between	  reality	  and	  the	  creation	  of	  a	  hyperreal,	  where	  the	  spectacle	  of	  emotions	  provide	  
a	  further	  level	  of	  ambiguity	  for	  the	  audience,	  notions	  of	  what	  is	  real	  or	  fake	  on-­‐screen	  become	  
blurred.	  
	  
The	  Transformation	  of	  the	  Séance	  from	  Spectacle	  of	  the	  Medium	  to	  Spectacular	  of	  the	  Media	  
Throughout	  the	  textual	  analysis	  of	  Most	  Haunted	  there	  is	  evidence	  of	  numerous	  examples	  of	  both	  
séances	  and	  Ouija	  board	  practices.	  These	  devices	  are	  utilised	  within	  the	  narrative	  within	  the	  
culmination	  of	  disturbance	  stage,	  performing	  critical	  moments	  of	  heightened	  spectacle	  creation.	  	  
The	  séance	  itself	  and	  notions	  of	  the	  performance	  of	  spectacle	  is	  not	  new,	  with	  Natale	  (2011)	  
commenting	  that	  it	  is	  a	  key	  area	  of	  traditional	  Spiritualist	  practice,	  and	  core	  historical	  device,	  
facilitating	  the	  ability	  to	  communicate	  with	  spirit.	  As	  detailed	  in	  chapter	  1,	  this	  practice	  is	  more	  
prolific	  in	  the	  formative	  years	  of	  Spiritualism	  than	  in	  the	  contemporary	  organisation	  and	  practices	  of	  
Spiritualism.	  The	  séance	  is	  outlined	  by	  Weisberg	  (2004),	  Melechi	  (2008)	  and	  Cheung	  (2010).	  The	  
actual	  terminology	  of	  séance	  has	  been	  referred	  to	  since	  the	  third	  century	  when	  citing	  
communication	  between	  the	  physical	  and	  spirit	  world,	  the	  séance	  however	  gained	  popularity	  in	  the	  
late	  1840s	  after	  the	  birth	  of	  modern	  Spiritualism	  with	  the	  Fox	  Sisters	  (Cheung,	  2010:	  639).	  Séance	  
circles	  would	  be	  presided	  over	  by	  the	  medium	  who	  would	  take	  the	  session	  deliver	  messages	  from	  
spirit;	  examples	  of	  this	  are	  discussed	  in	  Skultans	  (1974),	  Melechi	  (2008:	  49-­‐57)	  and	  Natale	  (2011).	  
The	  Most	  Haunted	  séance	  is	  similar	  in	  format	  because	  it	  comprises	  of	  several	  of	  the	  team,	  all	  
positioned	  in	  a	  circle	  holding	  or	  at	  the	  very	  least	  touching	  hands.	  There	  is	  a	  calling	  out	  for	  spirits	  and	  
asking	  for	  them	  to	  communicate	  with	  the	  circle	  through	  tapping	  or	  through	  the	  medium.	  From	  
Series	  Three	  of	  Most	  Haunted	  the	  séance	  becomes	  a	  key	  moment	  of	  heightened	  spectacle	  in	  the	  
narrative.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  




	   There	  is	  evidence	  however	  that	  the	  séance	  within	  Most	  Haunted	  has	  become	  pervasive	  in	  its	  
representation;	  moving	  away	  from	  orthodox	  rituals	  of	  this	  practice,	  presenting	  a	  séance	  that	  
increasingly	  has	  less	  and	  less	  to	  do	  with	  the	  medium	  and	  formalised	  approaches	  to	  Spiritualism	  
which	  would	  dictate	  that	  the	  medium	  is	  the	  intermediary	  between	  the	  physical	  and	  the	  spirit	  world.	  
Examples	  of	  orthodox	  séance	  sittings	  are	  articulated	  by	  Melechi	  (2008)	  and	  Lehman	  (2009).	  What	  is	  
evident	  is	  that	  contemporary	  representations	  of	  the	  séance	  are	  more	  aligned	  with	  Natale’s	  
entertainment	  spectacle	  (2011:	  240)	  where	  the	  audience	  expects	  to	  be	  entertained.	  Below	  is	  an	  
example	  of	  the	  contemporary	  media	  séance,	  portraying	  a	  Spiritualist	  practice	  to	  enhance	  the	  overall	  
spectacle	  of	  the	  programme.	  
	  
	  	  	  	  
Fig.	  5.4	  Dead	  Famous	  Season	  1,	  Episode	  2	   	   	  
	  
Within	  Most	  Haunted	  the	  medium	  may	  or	  may	  not	  be	  physically	  present,	  they	  are	  also	  no	  longer	  the	  
orchestrator	  of	  the	  event	  calling	  out	  or	  presenting	  messages	  from	  spirit.	  The	  séance	  now	  appears	  
orchestrated	  by	  members	  of	  the	  team	  or	  for	  the	  importance	  of	  spectacle	  creation,	  for	  example	  
during	  Series	  Three	  at	  Belgrave	  Hall,	  the	  show’s	  historian	  Richard	  Felix	  takes	  charge	  of	  the	  séance,	  
calling	  out	  and	  challenging	  spirits	  to	  communicate.	  Other	  examples	  of	  the	  erosion	  of	  the	  medium	  are	  
formed	  through	  another	  séance	  where	  parapsychologist	  O’Keeffe	  becomes	  the	  communicator,	  
when	  the	  team	  visit	  Woodchester	  Mansion	  in	  Series	  Seven.	  O’Keeffe	  is	  situated	  outside	  of	  the	  circle	  
as	  he	  conducts	  the	  communication	  of	  the	  séance	  in	  French	  (to	  communicate	  with	  a	  spirit	  the	  team	  
believes	  to	  originate	  from	  France).	  During	  this	  séance,	  there	  are	  two	  mediums	  present,	  Wells	  and	  
Smith;	  both	  remain	  quiet	  during	  the	  event.	  
These	  are	  early	  examples	  and	  it	  should	  be	  noted	  that	  the	  real	  absence	  of	  the	  medium	  in	  
séances	  does	  not	  fully	  manifest	  until	  half	  way	  through	  Series	  Seven.	  By	  Series	  Fourteen	  of	  the	  
programme	  Fielding	  has	  usurped	  the	  medium	  and	  becomes	  the	  primary	  communicator	  during	  the	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séance	  sittings,	  examples	  of	  this	  can	  be	  seen	  in	  the	  episode	  at	  Carlisle	  Castle	  where	  Fielding	  leads	  
séance,	  and	  at	  one	  point	  says	  to	  the	  medium	  Conway	  when	  he	  becomes	  agitated	  'do	  you	  want	  out	  
[of	  the	  séance]	  now'.	  Another	  example	  of	  Fielding	  leading	  the	  spirit	  communication	  comes	  again	  in	  
Series	  Fourteen,	  where	  at	  Maesmawr	  Hall	  Fielding	  is	  nearing	  the	  end	  of	  the	  séance	  and	  turns	  to	  
Conway	  stating	  ‘do	  you	  have	  anything	  to	  say?’	  Drawing	  from	  this	  analysis	  we	  can	  identify	  a	  shift	  
away	  from	  mediumship	  towards	  media	  spectacle	  where	  the	  presenter	  takes	  charge,	  further	  
reinforcing	  the	  simulation	  of	  Spiritualism	  that	  serves	  to	  further	  present	  the	  notion	  that	  what	  is	  
occurring	  is	  purely	  spectacle	  creation	  and	  is	  now	  completely	  removed	  from	  the	  theological	  traditions	  
of	  Spiritualism.	  
The	  chapter	  has	  performed	  a	  detailed	  textual	  analysis	  of	  Most	  Haunted,	  a	  definitive	  text	  in	  
relation	  to	  the	  portrayal	  of	  contemporary	  Spiritualism	  within	  the	  media.	  The	  textual	  analysis	  carried	  
out	  in	  this	  chapter	  has	  identified	  Spiritualism	  as	  both	  a	  fundamental	  aspect	  to,	  and	  key	  component	  
of	  the	  ghost	  hunting	  programme	  that	  is	  played	  out	  though	  a	  framework	  of	  reality	  television,	  thus	  the	  
audience	  are	  embroiled	  in	  negotiations	  of	  authenticity	  and	  ambiguity	  around	  what	  is	  being	  viewed.	  
The	  research	  has	  extrapolated	  a	  reading	  of	  the	  programme	  using	  notions	  of	  fictional	  film	  narratives,	  
and	  highlighted	  the	  ambiguous	  nature	  of	  the	  on-­‐screen	  occurrences	  of	  spirit	  communication	  and	  
paranormal	  activity	  which	  have	  now	  become	  hyperreal	  simulations	  divesting	  themselves	  of	  genuine	  
Spiritualist	  meaning.	  Most	  Haunted	  is	  presented	  ostensibly	  as	  a	  genuine	  investigation,	  with	  
statements	  that	  frame	  it	  as	  an	  investigative	  documentary,	  yet	  the	  construction	  of	  the	  programme	  
offers	  clear	  hints	  of	  fictional	  filmic	  form,	  such	  as	  the	  stylistics,	  sounds,	  music	  and	  narrative	  structure.	  
Using	  the	  framework	  of	  fictional	  Hollywood	  productions	  theorised	  by	  Bordwell	  and	  Thompson	  
(1988:	  19)	  the	  analysis	  has	  proved	  that	  the	  contemporary	  ghost	  hunting	  programme	  can	  be	  
deconstructed	  into	  the	  cumulative	  narrative	  parts.	  The	  analysis	  further	  illustrated	  the	  complex	  
relationship	  between	  media	  producers	  and	  the	  audience,	  where	  a	  media	  savvy	  audience	  understand	  
that	  they	  are	  viewing	  something	  that	  is	  mix	  of	  genuine	  events,	  people	  and	  beliefs,	  which	  are	  being	  
manipulated	  and	  constructed	  into	  a	  blend	  of	  real	  and	  represented	  events	  and	  intensifications	  of	  the	  
real,	  splicing	  the	  footage,	  and	  collapsing	  time	  and	  events,	  culminating	  in	  the	  creation	  of	  a	  hyperreal.	  
The	  construction	  of	  a	  hyperreality	  is	  evident	  within	  Most	  Haunted,	  particularly	  regarding	  the	  
intensification	  of	  spirit	  interactions	  within	  the	  programme,	  which	  by	  Series	  Fourteen	  had	  assumed	  
highly	  unrealistic	  numbers,	  suggesting	  that	  the	  intensification	  in	  spirit	  interactions	  was	  an	  
intentional	  part	  of	  the	  narrative	  development	  by	  the	  producers	  to	  further	  enhance	  the	  overall	  
spectacle.	  Despite	  Spiritualism,	  in	  this	  context	  becoming	  the	  core	  device	  in	  the	  creation	  of	  media	  
spectacle,	  evidence	  has	  shown	  that	  the	  ghost	  hunting	  narratives	  do	  not	  seek	  to	  convey	  meanings	  
attached	  to	  any	  theological	  belief	  system	  or	  any	  practices	  key	  to	  the	  Spiritualist	  doctrine.	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The	  theories	  of	  Baudrillard	  (1994)	  and	  Derrida	  (2002)	  were	  also	  used	  to	  discuss	  the	  creation	  
of	  the	  hyperreality	  within	  Most	  Haunted	  through	  a	  simulation	  of	  Spiritualist	  practices.	  To	  unpack	  this	  
further,	  in	  the	  paradigm	  of	  reality	  television	  (which	  the	  ghost	  hunting	  show	  is)	  and	  reading	  these	  
through	  Baudrillard	  (1994),	  the	  real	  event	  or	  Spiritualist	  belief	  system	  becomes	  simulated	  in	  the	  
media,	  thus	  the	  genuine	  event	  or	  belief	  system	  has	  become	  lost	  and	  concealed	  through	  media	  
representation,	  only	  leaving	  the	  imprints,	  the	  residual	  images	  on-­‐screen	  that	  now	  assume	  the	  
position	  of	  the	  real,	  and	  it	  is	  these	  that	  convey	  the	  understanding	  of	  what	  Spiritualism	  ‘genuinely’	  is	  
to	  the	  audience.	  This	  ‘genuine’	  becomes	  a	  language	  of	  reinforcement,	  a	  visual	  code	  for	  Spiritualism	  
in	  the	  media	  to	  the	  audience,	  but	  also	  a	  set	  of	  visual	  and	  production	  framworks	  for	  all	  other	  
paranormal	  programmes	  to	  adhere	  to	  so	  that	  they	  can	  communicate	  to	  the	  audience	  how	  to	  
interpret	  their	  programme.	  	  
This	  opens	  up	  a	  theoretical	  distance	  between	  the	  audience	  and	  the	  traditional	  theological	  
beliefs	  of	  Spiritualism,	  allowing	  for	  the	  transformation	  of	  Spiritualism	  from	  the	  belief	  system	  to	  
nothing	  more	  than	  a	  set	  of	  on-­‐screen	  motifs	  and	  referents	  of	  Spiritualism	  that	  become	  the	  
mechanics	  of	  the	  spectacle	  for	  the	  audience.	  The	  original	  aim	  of	  this	  research	  was	  to	  consider	  the	  
nature	  of	  contemporary	  media	  representations	  of	  Spiritualism,	  unpacking	  the	  previously	  unstudied	  
area	  of	  Spiritualism	  as	  a	  media	  spectacle.	  The	  research	  within	  this	  thesis	  has	  discussed	  how	  the	  
media	  representation	  of	  Spiritualism	  has	  shifted	  and	  become	  detached	  from	  traditional	  theological	  
beliefs,	  where	  the	  communication	  with	  spirit	  now	  assumes	  the	  sole	  concern	  of	  the	  event,	  with	  no	  
discussions	  of	  the	  original	  philosophy	  or	  beliefs	  of	  Spiritualism,	  but	  there	  is	  a	  concentration	  on	  spirit	  




The	  Revival	  of	  Most	  Haunted	  in	  2014	  
In	  August	  2014	  Most	  Haunted	  returned	  to	  television	  on	  the	  Freeview	  channel	  Really.	  The	  channel,	  
which	  launched	  in	  2009,	  already	  broadcasts	  paranormal	  interest	  programmes	  such	  as	  Paranormal	  
Witness,	  Ghost	  Hunters	  and	  Ghost	  Adventures.	  The	  format	  is	  very	  similar	  to	  Series	  Fourteen,	  where	  
the	  medium	  is	  absent	  and	  is	  largely	  replace	  by	  a	  demonologist	  (Fred	  Batt)	  and	  Fielding	  who	  act	  as	  
‘mediums’	  presenting	  messages	  from	  spirit.	  Promotional	  material	  from	  the	  channel	  states:	  
	  
this	  spooktacular	  series	  will	  follow	  purported	  paranormal	  activity	  across	  the	  UK	  at	  venues	  
including	  The	  Royal	  Court	  Theatre	  in	  Lancashire	  and	  Sheffield’s	  National	  Emergency	  Services	  
Museum.	  It	  will	  also	  include	  celebrity	  guests	  such	  as	  Ben	  Foden	  and	  the	  England	  Rugby	  team	  
as	  well	  as	  Welsh	  heavy	  metal	  band	  Bullet	  for	  my	  Valentine’	  (Really.UKTV.co.uk,	  n.d.)	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The	  new	  series	  will	  run	  for	  10	  episodes	  on	  the	  channel	  with	  presenter	  Fielding	  stating,	  ‘this	  is	  
without	  doubt	  our	  best	  series	  yet.	  We	  are	  so	  pleased	  Most	  Haunted	  has	  found	  its	  exclusive	  new	  
home	  on	  Really	  -­‐	  the	  home	  of	  paranormal	  programming’	  (Rigby,	  04/06/14).
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Chapter	  6	  -­‐	  From	  the	  Rochester	  Rappings	  to	  the	  Contemporary	  Media	  Tappings,	  a	  Re-­‐Presentation	  
of	  the	  Spectacle	  of	  Early	  Modern	  Spiritualism	  
Chapter	  5	  discussed	  the	  themes	  and	  stylistics	  within	  Most	  Haunted	  that	  are	  responsible	  for	  
constructing	  the	  conventions	  of	  media	  spiritualism.	  These	  conventions	  have	  proved	  pervasive,	  with	  
large	  numbers	  of	  additional	  contemporary	  media	  texts	  adopting	  similar	  approaches	  to	  representing	  
Spiritualism	  as	  a	  defining	  moment	  of	  spectacle	  contained	  within	  the	  text,	  for	  example,	  the	  use	  of	  
cinematic	  modes	  of	  production,	  creating	  a	  sequential	  composite	  more	  in	  line	  with	  the	  traditions	  of	  a	  
horror	  film.	  Paranormal	  Witness,	  which	  arrived	  on	  UK	  screens	  in	  2011,	  is	  typical	  of	  the	  Most	  Haunted	  
style.	  Both	  the	  lighting	  and	  the	  editing,	  which	  are	  jumpy	  and	  disorientating,	  make	  the	  viewer	  feel	  
uneasy.	  	  Another	  example	  of	  the	  Most	  Haunted	  conventions	  in	  use	  is	  the	  inclusion	  of	  the	  sceptic.	  In	  
Haunted	  Homes	  (ITV,	  2006)	  Professor	  Chris	  French,	  an	  Anomalistic	  Psychologist	  occupies	  this	  role.	  
He	  is	  there	  to	  oversee	  the	  investigations	  into	  the	  paranormal	  on	  the	  show	  and	  offer	  a	  sceptical	  
viewpoint	  about	  what	  is	  captured	  by	  the	  ghost	  hunters	  and	  medium.	  	  
Until	  now	  this	  thesis	  has	  considered	  the	  role	  of	  Spiritualism	  and	  its	  transformation	  through	  
the	  media	  from	  traditional	  belief	  system	  to	  media	  spectacle.	  The	  scope	  of	  this	  chapter	  aims	  to	  
develop	  this	  discussion	  and	  articulate	  a	  new	  area	  that	  emerges	  through	  locating	  the	  events	  analysed	  
in	  the	  previous	  chapter	  within	  an	  historical	  context,	  presenting	  notions	  that	  what	  appears	  to	  be	  
occurring	  within	  the	  media	  representation	  of	  Spiritualism	  is	  a	  re-­‐presentation	  of	  earlier	  forms	  of	  
modern	  Spiritualism	  as	  simulation,	  specifically	  those	  from	  the	  Victorian	  epoch,	  before	  the	  formal	  
organisation	  of	  the	  Spiritualist	  church	  and	  doctrine.	  	  
While	  there	  have	  been	  general	  hints	  throughout	  this	  research,	  the	  textual	  analysis	  
performed	  in	  chapter	  5	  provided	  detailed	  evidence	  that	  suggests	  that	  media	  portrayals	  of	  
Spiritualism	  are	  in	  fact	  appropriated	  forms	  of	  Victorian	  Spiritualism.	  Contemporary	  ghost	  hunting	  
texts	  portray	  séances,	  table	  tipping,	  auditory	  phenomena	  such	  as	  taps	  and	  noises	  and	  other	  forms	  of	  
rudimentary	  spirit	  communication.	  This	  chapter	  will	  discuss	  the	  nature	  of	  this	  appropriation,	  and	  re-­‐
presentation	  where	  key	  motifs	  are	  absorbed	  by	  the	  media	  who	  reconstitute	  these	  into	  a	  new	  form.	  
This	  is	  a	  form	  that	  no	  longer	  represents	  the	  original	  practice,	  but	  which	  creates	  instead	  a	  
Frankenstein’s	  monster	  approach	  to	  Spiritualism,	  gluing	  various	  parts	  and	  beliefs	  together	  to	  create	  
an	  on-­‐screen	  spectacle.	  	  
Linked	  to	  this	  form	  of	  reconstituted	  Spiritualism	  are	  notions	  of	  the	  performance	  of	  pastiche,	  
where	  not	  only	  are	  these	  reworked	  forms	  of	  Spiritualism	  being	  replayed	  but	  have	  now	  attained	  
social	  acceptance	  themselves	  as	  motifs	  of	  the	  Spiritualist	  belief	  system.	  An	  example	  of	  this	  pastiche	  
can	  be	  seen	  in	  the	  comedy	  Benidorm	  (ITV,	  2015),	  where	  the	  characters	  Kenneth,	  Liam	  and	  Joyce	  
introduce	  ‘Psychic	  Sue’	  as	  the	  medium	  for	  an	  on-­‐screen	  séance	  (Fig.	  6.1).	  This	  illustrates	  a	  style	  of	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media	  spiritualism,	  drawing	  on	  the	  ‘Acarti	  look,’	  through	  the	  circle,	  candle	  and	  narrative	  focus	  on	  the	  
medium,	  utilised	  in	  this	  case	  for	  comedic	  value.	  	  
	  
	   	  
Fig.	  6.1	  Benidorm,	  Series	  Seven,	  Episode	  2	  
	  
To	  consider	  media	  re-­‐presentations	  of	  Victorian	  Spiritualism,	  a	  discussion	  and	  reiteration	  of	  
what	  is	  meant	  by	  early	  modern	  Spiritualism,	  its	  practices	  and	  beliefs	  is	  useful.	  Hydesville	  USA,	  March	  
1848	  is	  cited	  as	  the	  beginnings	  of	  modern	  Spiritualism;	  here	  the	  Fox	  sisters	  reported	  the	  ability	  to	  
communicate	  with	  a	  disembodied	  spirit	  through	  audible	  tappings.	  This	  led	  to	  the	  foundations	  of	  
what	  is	  understood	  as	  modern	  western	  Spiritualism	  today.	  The	  textual	  analysis	  conducted	  in	  chapter	  
5	  points	  towards	  a	  what	  may	  be	  termed	  a	  ‘media	  spiritualism’63	  which	  re-­‐presents	  key	  practices	  
from	  this	  period,	  such	  as	  the	  séance,	  tappings,	  and	  table	  tipping;	  all	  devices	  that	  are	  well	  known	  to	  
have	  emanated	  from	  the	  Fox	  sisters	  and	  many	  other	  mediums	  during	  the	  latter	  nineteenth	  century.	  
These	  practices	  are	  now	  being	  re-­‐played	  across	  large	  swathes	  of	  television	  programming,	  providing	  
an	  example	  of	  the	  pervasive	  appropriation	  by	  the	  contemporary	  ghost	  hunting	  television	  show,	  
where	  attributes	  of	  Spiritualism	  are	  taken	  and	  re-­‐presented	  in	  order	  to	  both	  resuscitate	  historical	  
understandings	  of	  spirit	  communication,	  but	  also	  to	  play	  on	  these	  historical	  notions	  of	  Spiritualism	  
as	  spectacular,	  to	  perform	  a	  very	  contemporary	  media	  spectacle.	  Natale	  notes	  the	  relationship	  
between	  early	  séances	  and	  theatrical	  performance,	  and	  draws	  out	  the	  dramatic	  spectacle	  on	  offer	  to	  
audiences	  of	  the	  1880s	  (2011:	  240).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
63	  Spiritualism	  is	  no	  longer	  capitalised	  in	  the	  term	  ‘media	  spiritualism’	  as	  through	  its	  representation	  
in	  the	  media	  and	  removal	  of	  meaning	  it	  is	  no	  longer	  the	  Spiritualist	  religion.	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While	  the	  concept	  of	  the	  ghost	  has	  always	  fascinated	  the	  physical	  world,	  the	  research	  within	  
this	  thesis	  has	  illuminated	  a	  very	  contemporary	  re-­‐emergence	  of	  the	  ghost	  and	  ghostly	  
communication	  within	  the	  media.	  Tromp	  considers	  the	  importance	  of	  the	  ghost	  within	  Victorian	  
times,	  and	  the	  paradoxical	  position	  it	  occupied	  within	  society.	  The	  ghost	  was	  both	  present	  and	  
absent	  (2006:	  13)	  providing	  auditory	  or	  occasionally	  reported	  tangible	  evidence	  of	  its	  existence.	  The	  
absence	  of	  the	  ghost	  or	  spirit	  becomes	  important	  once	  again	  within	  the	  contemporary	  ghost	  media	  
experience,	  so	  that	  although	  presenters	  and	  producers	  cry	  out	  after	  hearing	  or	  seeing	  ‘something,’	  
these	  are	  largely	  personal	  experiences	  where	  the	  cameras	  and	  microphones	  hold	  no	  evidence	  and	  
the	  audience	  are	  left	  in	  an	  ambiguous	  ‘definitely	  maybe’	  situation.	  Regarding	  scholarly	  examination	  
of	  this	  area,	  particularly	  the	  emergence	  of	  Victorian	  notions	  of	  Spiritualism	  within	  contemporary	  
texts,	  Arias	  (2006)	  considers	  the	  resuscitation	  of	  the	  Victorian	  occult	  and	  ghostly	  presence	  within	  
areas	  of	  contemporary	  fiction.	  Specifically	  discussing	  areas	  of	  Spiritualism	  that	  are	  prevalent,	  Arias	  
argues	  that	  it	  is	  the	  ghosts	  of	  the	  Victorian	  occult	  and	  early	  Spiritualism	  that	  have	  now	  themselves	  
become	  ghosts,	  performing	  visitations	  on	  contemporary	  texts	  (2006:	  87).	  Arias	  attributes	  this	  
renewed	  interest	  in	  what	  she	  terms	  ‘neo-­‐Victorian’	  practices	  as	  harbouring	  similar	  concerns	  about	  
death	  and	  materiality	  today	  as	  the	  Victorians	  shared	  (2006:	  102).	  This	  mirroring	  of	  a	  cultural	  unease	  
with	  the	  present	  and	  future	  aligns	  with	  Hill	  (2010:	  68),	  who	  argues	  that	  the	  emergence	  of	  ghosts	  in	  
the	  media	  is	  a	  contemporary	  way	  of	  quelling	  fears	  that	  have	  surfaced	  around	  terrorism,	  war	  and	  
general	  social	  uncertainty.	  Arias	  postulates	  the	  return	  of	  Victorian	  Spiritualism	  to	  the	  contemporary	  
text.	  What	  is	  outside	  the	  scope	  of	  her	  work	  however,	  is	  discussions	  of	  how	  the	  media	  has	  latched	  
onto	  these	  Victorian	  notions	  of	  Spiritualism	  to	  construct	  new	  forms	  of	  media	  spiritualism,	  which	  are	  
replayed	  through	  the	  ambiguity	  of	  reality	  television,	  where	  the	  viewer	  is	  unclear	  on	  what	  is	  real	  and	  
what	  is	  being	  constructed	  as	  a	  superficial	  reality.	  To	  understand	  the	  nature	  of	  this	  revival	  of	  Victorian	  
Spiritualism	  within	  the	  media,	  a	  breakdown	  of	  exactly	  what	  the	  media	  is	  resuscitating	  and	  how	  this	  
differs	  from	  contemporary	  experiences	  of	  organised	  Spiritualism	  is	  useful.	  It	  should	  also	  be	  noted	  
that	  while	  there	  are	  clear	  distinctions	  between	  early	  modern	  Spiritualism	  (the	  Fox	  sisters	  /	  the	  
Victorian	  era)	  and	  the	  organised	  Spiritualist	  churches	  of	  twentieth	  and	  twenty-­‐first	  century,	  there	  
are	  areas	  from	  the	  former	  that	  shape	  practices	  in	  the	  latter.	  One	  contemporary	  practice	  that	  is	  
arguably	  informed	  through	  the	  act	  of	  the	  Victorian	  séance	  is	  the	  contemporary	  practice	  of	  trance	  
mediumship.	  This	  Spiritualist	  practice	  is	  undertaken	  in	  many	  churches	  and	  Spiritualism	  
meetinghouses	  today.	  Almeder	  et	  al.	  discus	  the	  form	  of	  this	  mediumship:	  
	  
During	  a	  séance	  of	  this	  possession	  type,	  a	  succession	  of	  deceased	  persons	  will	  emerge…and	  
speak	  through	  the	  medium.	  And	  each	  of	  them	  will	  manifest	  the	  individual	  traits	  supposedly	  
characteristic	  of	  that	  deceased	  person	  before	  death	  (1992:	  204).	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Trance	  mediumship	  arguably	  bears	  a	  direct	  relationship	  with	  these	  historic	  roots,	  and	  is	  performed	  
within	  formalised	  group	  sessions	  and	  workshops.	  
	  
Formalised	  Spiritualism	  within	  Contemporary	  Britain	  
Within	  contemporary	  Britain	  today	  there	  are	  two	  significant	  Spiritualist	  organising	  bodies,	  the	  
Spiritualist	  Association	  of	  Great	  Britain	  (SAGB)	  and	  the	  Spiritualists’	  National	  Union	  (SNU).	  Nelson	  
has	  argued	  that	  these	  bodies	  represent	  a	  federal	  overarching	  organisation,	  which	  does	  not	  seek	  to	  
govern	  practices	  at	  a	  local	  level,	  but	  grant	  Spiritualist	  Churches	  ‘considerable	  freedom’	  (1969:	  236).	  
The	  Spiritualist	  Association	  of	  Great	  Britain	  (SAGB)	  formed	  through	  a	  collective	  of	  London	  based	  
Spiritualists	  in	  1872.	  This	  group	  was	  originally	  named	  the	  Marylebone	  Spiritualist	  Association,	  
becoming	  the	  SAGB	  in	  1955.	  Regarding	  the	  core	  values	  and	  beliefs	  of	  the	  SAGB,	  the	  association	  make	  
it	  clear	  that	  they	  do	  not	  have	  a	  mission	  statement.	  They	  do	  however	  express	  a	  clear	  approach	  to	  the	  
organisation	  of	  Spiritualism:	  
	  
to	  offer	  evidence	  to	  the	  bereaved	  that	  man	  survives	  the	  change	  called	  death	  and,	  because	  he	  
is	  a	  spiritual	  being,	  retains	  the	  faculties	  of	  individuality,	  personality	  and	  intelligence,	  and	  can	  
willingly	  return	  to	  those	  left	  on	  earth,	  ties	  of	  love	  and	  friendship	  being	  the	  motivating	  force.	  
To	  offer	  spiritual	  healing	  to	  those	  suffering	  from	  disease,	  whether	  in	  mind,	  body	  or	  spirit,	  in	  a	  
warm	  and	  loving	  environment.	  With	  both	  of	  these	  objectives	  in	  mind,	  to	  offer	  only	  the	  best	  




Another	  organising	  body	  within	  contemporary	  Church	  Spiritualism	  is	  The	  Spiritualists’	  National	  
Union	  (SNU),	  officially	  registered	  in	  1901.	  The	  union	  and	  organised	  Spiritualism	  however	  has	  its	  roots	  
much	  earlier	  than	  1901,	  arguably	  being	  the	  vision	  and	  philosophy	  of	  British	  Spiritualist	  medium	  
Emma	  Hardinge	  Britten.	  Hardinge	  Britten’s	  Spiritualist	  career	  was	  outlined	  in	  chapter	  four.	  Godwin	  
notes	  that	  Britten’s	  performance	  of	  mediumship	  took	  the	  form	  of	  inspirational	  speaking,	  
occasionally	  communicating	  with	  spirit	  through	  rapping	  noises	  and	  table	  moving	  but	  largely	  the	  
emphasis	  was	  on	  sermons,	  lectures	  and	  answering	  questions	  posed	  by	  the	  audience	  that	  attended	  
these	  lectures	  on	  the	  Spiritualist	  belief	  system	  (1994:	  202).	  	  
In	  1858	  Hardinge	  Britten	  presented	  a	  series	  of	  eight	  lectures	  titled	  ‘The	  Origin	  of	  All	  Religious	  
Faiths’	  (Godwin,	  1994:	  202).	  These	  lectures	  were	  designed	  to	  unify	  the	  belief	  system	  and	  further	  
promote	  Spiritualism	  within	  a	  period	  that	  harboured	  deep	  suspicions	  around	  the	  claims	  of	  
mediumship.	  Hardinge	  Britten	  also	  compiled	  an	  anthology	  of	  early	  Spiritualism	  in	  her	  work	  Modern	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American	  Spiritualism	  (1870)	  and	  was	  also	  the	  founder	  of	  two	  important	  periodicals	  on	  the	  
Spiritualist	  belief	  system,	  The	  Western	  Star64	  and	  Two	  Worlds;	  the	  latter	  continues	  to	  be	  published	  
today.	  One	  of	  Hardinge-­‐Britten’s	  key	  contributions	  to	  the	  formalisation	  of	  modern	  Spiritualism	  is	  the	  
authorship	  of	  the	  Seven	  Principles	  of	  Spiritualism.	  	  Walliss	  (2001)	  reflects	  on	  the	  importance	  of	  
principle	  three	  (although	  he	  cites	  ‘saints’	  rather	  than	  ‘spirits’)	  as	  a	  key	  organising	  factor	  within	  the	  
belief	  system,	  using	  Martin	  (1970:	  152	  –	  155),	  stating	  that:	  
	  
this	  ‘proof	  of	  survival’	  is	  provided	  within	  Spiritualism,	  then,	  largely	  through	  the	  
‘demonstration’	  of	  mediumship,	  which	  is	  a	  prominent	  feature	  of	  Spiritualist	  services.	  This	  is	  
the,	  typically	  half-­‐hour,	  segment	  in	  which	  the	  medium	  communicates	  messages	  from	  those	  
in	  the	  Spirit	  World	  to	  the	  congregation	  (Walliss,	  2001:	  132)	  
	  
The	  Seven	  Principles	  are	  key	  to	  the	  overriding	  theological	  structure	  of	  contemporary	  church	  
Spiritualism.	  Throughout	  Walliss’	  work	  he	  uses	  terms	  such	  as	  ‘Spiritualist	  services’	  and	  
‘congregations,’	  which	  by	  this	  time	  have	  replaced	  informal	  expressions	  that	  prevailed	  during	  
Victorian	  Spiritualism	  such	  as	  ‘sittings’	  and	  ‘meetings’.	  The	  term	  ‘circle’	  is	  one	  that	  is	  often	  used	  to	  
describe	  practices	  within	  Spiritualism,	  including	  a	  Victorian	  séance	  sitting.	  The	  term	  ‘circle’	  is	  
however	  still	  in	  use	  within	  the	  contemporary	  organisation	  of	  the	  belief	  system,	  particularly	  in	  
relation	  to	  mediumistic	  development	  ‘circles’	  which	  are	  observed	  by	  Skultans	  (1974:	  2).	  	  
Hazelgrove	  documents	  both	  the	  growth	  and	  alignment	  of	  the	  Spiritualist	  belief	  system	  to	  the	  
SNU,	  stating	  that:	  ‘in	  1914,	  there	  were	  145	  societies	  affiliated	  to	  the	  SNU;	  by	  1919	  there	  were	  309’	  
(2000:	  14).	  The	  core	  distinguishing	  factors	  between	  the	  two	  bodies	  is	  largely	  seen	  through	  the	  
structure	  and	  scope	  of	  the	  organisations.	  While	  the	  SAGB	  provides	  an	  association	  for	  mediums	  to	  
belong	  to;	  their	  key	  positioning	  statement	  being:	  ‘to	  offer	  evidence	  through	  Mediumship	  of	  the	  
continuation	  of	  the	  personality	  after	  physical	  death,	  and	  to	  relieve	  suffering	  through	  Spiritual	  
Healing’	  (SAGB,	  n.d.),	  the	  SNU	  embodies	  much	  stronger	  ties	  with	  formalised	  symbols	  of	  Christianity	  
and	  this	  is	  exemplified	  through	  a	  statement	  on	  their	  website:	  
	  
Many	  Spiritualists	  believe	  that	  Jesus	  had	  an	  exceptional	  psychic	  and	  mediumship	  ability	  as	  
illustrated	  in	  the	  reports	  of	  his	  healing	  powers,	  inspired	  teachings,	  the	  transfiguration,	  and	  the	  




	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64	  The	  Western	  Star	  was	  first	  published	  in	  1872	  and	  its	  offices	  were	  destroyed	  by	  fire	  in	  the	  Boston	  
fires	  of	  November	  9th	  to	  11th	  that	  year,	  forcing	  the	  periodical’s	  closure.	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The	  SNU’s	  Christian	  references	  within	  this	  statement	  convey	  a	  close	  link	  between	  Christianity	  and	  
Spiritualism,	  but	  this	  has	  not	  always	  been	  the	  case.	  Wilson	  (2013)	  cites	  an	  example	  from	  the	  1970s	  
when	  Portobello	  Spiritualist	  Church	  in	  Edinburgh	  voted	  to	  move	  away	  from	  the	  SNU,	  to	  become	  an	  
affiliated	  Spiritualist	  Church,	  which	  occurred	  after	  an	  attempt	  by	  the	  SNU	  to	  remove	  Christian	  
symbols	  from	  Spiritualist	  Churches.	  This	  never	  happened,	  and	  as	  Wilson	  notes:	  ‘many	  SNU	  Churches	  
still	  retain	  obvious	  Christian	  trappings	  (such	  as	  copies	  of	  the	  Bible,	  pictures	  of	  The	  Last	  Supper	  or	  
images	  of	  Jesus	  Christ)’	  (Gordon	  Wilson,	  2013:	  91).	  Wilson	  also	  highlights	  the	  Greater	  World	  
Christian	  Spiritualists	  Association	  (GWA)	  as	  performing	  another	  organising	  role	  within	  contemporary	  
Spiritualism.	  The	  association	  itself	  maintains	  a	  strong	  affiliation	  with	  Christianity,	  citing	  the	  power	  of	  
the	  Holy	  Spirit	  and	  the	  word	  of	  God,	  alongside	  the	  ability	  to	  communicate	  with:	  ‘loved	  ones	  who	  
have	  passed	  over	  to	  the	  higher	  life’	  (The	  Greater	  World,	  2013).	  As	  this	  discussion	  of	  the	  organising	  
bodies	  of	  contemporary	  Spiritualism	  illustrates,	  formalised	  Spiritualism	  provides	  a	  much	  greater	  
sense	  of	  structure	  with	  key	  statements	  from	  the	  SNU	  and	  GWA	  that	  position	  the	  belief	  system	  as	  
theology.	  In	  rudimentary	  terms	  today’s	  Spiritualists	  take	  part	  in	  services	  rather	  than	  séances,	  and	  
these	  take	  place	  in	  a	  church	  setting	  rather	  than	  the	  parlour	  or	  front	  room	  of	  the	  Victorian	  era.	  The	  
Spiritualist	  Church	  therefore	  represents	  the	  shift	  from	  the	  Victorian	  private	  to	  a	  formalised	  public	  
engagement	  with	  Spiritualism.	  	  
The	  Spiritualist	  places	  of	  worship	  themselves	  are	  typically	  old	  churches	  or	  halls.	  There	  are	  
some	  that	  are	  newer	  purpose	  built	  facilities,	  however,	  but	  whatever	  the	  building	  characteristics,	  the	  
internal	  layouts	  are	  similar	  and	  include	  several	  core	  elements.	  The	  seating	  arrangement	  of	  the	  
church	  is	  not	  dissimilar	  to	  that	  of	  a	  Christian	  place	  of	  worship,	  in	  that	  the	  seats	  are	  set	  out	  in	  rows,	  
with	  a	  central	  walkway,	  there	  is	  a	  platform	  at	  the	  front	  where	  there	  is	  often	  an	  altar	  located,	  and	  this	  
is	  also	  the	  platform	  where	  the	  medium	  performs	  a	  demonstration	  of	  mediumship,	  which	  is	  an	  
intrinsic	  part	  of	  the	  contemporary	  Spiritualist	  service.	  The	  service	  itself	  includes	  an	  opportunity	  for	  
prayers;	  these	  are	  for	  both	  the	  departed	  souls	  and	  for	  people	  that	  are	  ill	  or	  infirm	  amongst	  either	  
the	  congregation	  or	  their	  friends	  and	  family.	  A	  typical	  Spiritualist	  service	  will	  last	  for	  just	  over	  an	  









Contemporary	  Media	  spiritualism	  and	  the	  Re-­‐Presentation	  of	  Victorian	  Spiritualist	  Practices	  -­‐	  ‘The	  
actors	  humble,	  the	  place	  remote,	  and	  the	  communication	  sordid’	  
Having	  considered	  the	  role	  of	  formalised	  contemporary	  Church	  experiences	  of	  Spiritualism	  within	  
Britain,	  an	  exploration	  of	  Victorian	  ‘informal’	  Spiritualism	  is	  important	  to	  unpack	  and	  identify	  the	  
themes	  and	  motifs	  of	  this	  form	  of	  Spiritualism	  that	  have	  presented	  themselves	  within	  the	  
contemporary	  media	  spiritualist	  experience.	  The	  title	  of	  this	  sub-­‐section	  refers	  to	  humble	  actors	  and	  
sordid	  communication,	  a	  commentary	  on	  Victorian	  Spiritualism	  from	  Arthur	  Conan	  Doyle,	  a	  figure	  
well	  known	  for	  his	  fictional	  writing	  and	  detective	  novels,	  although	  he	  was	  also	  a	  great	  advocate	  of	  
Spiritualism,	  compiling	  The	  History	  of	  Spiritualism	  Vol.	  I	  from	  where	  the	  quotation	  used	  in	  the	  title	  
appears	  (1926:	  56).	  Regarding	  Spiritualism,	  Doyle	  suggests	  that	  the	  nature	  of	  the	  early	  messages	  
conveyed	  through	  mediums	  were	  not	  dissimilar	  to	  the	  first	  messages	  received	  via	  the	  revolutionary	  
Transatlantic	  cable65	  during	  the	  1850s.	  Doyle	  observes:	  ‘It	  is	  said	  that	  the	  first	  message	  which	  
actually	  came	  through	  the	  Transatlantic	  cable	  was	  a	  commonplace	  inquiry	  from	  the	  testing	  engineer’	  
(Doyle,	  1926:	  27),	  yet,	  Doyle	  argues,	  it	  was	  later	  to	  convey	  the	  messages	  of	  Presidents	  and	  Kings,	  so	  
why	  should	  the	  same	  not	  be	  true	  of	  the	  spirit	  messages,	  just	  because	  the	  purported	  Hydesville	  spirit	  
rappings	  came	  from	  a	  murdered	  peddler,	  could	  this	  not	  open	  up	  the	  channel:	  ‘into	  which	  the	  angels	  
have	  thronged’	  (Doyle,	  1926:	  27).	  In	  drawing	  on	  the	  Transatlantic	  cable	  analogy,	  Doyle	  seems	  to	  
suggest	  that	  it	  was	  the	  actual	  event	  itself	  of	  spirit	  communication	  that	  was	  singularly	  the	  most	  
important	  revelation,	  and	  not	  the	  rudimentary	  messages	  being	  transmitted.	  In	  line	  with	  this	  notion	  
of	  simplistic	  messages,	  the	  majority	  of	  early	  spirit	  communication	  was	  performed	  through	  tappings,	  
where	  purported	  spirits	  were	  providing	  answers	  to	  basic	  questions	  such	  as	  gender	  and	  age.	  	  
	   	  Originators	  of	  modern	  Spiritualism,	  the	  Fox	  sisters,	  and	  their	  tappings	  and	  other	  forms	  of	  
paranormal	  activity	  at	  their	  home	  in	  Hydesville,	  are	  well	  documented	  by	  Oppenheim	  (1985),	  Melechi	  
(2008)	  Owen	  (2004b),	  and	  notably	  Weisberg	  (2004).	  Weisberg’s	  seminal	  work	  on	  the	  Fox	  sisters’	  
lives	  illustrates	  the	  specific	  nature	  of	  the	  events	  that	  beset	  the	  family,	  and	  their	  guests.	  A	  typical	  
example	  of	  the	  events	  that	  took	  place	  in	  Hydesville	  is	  documented	  when	  a	  Fox	  family	  friend,	  
Reverent	  Clarke	  pays	  a	  visit	  to	  the	  household	  to	  understand	  the	  nature	  of	  the	  ‘rappings’:	  
	  
Raps	  began	  almost	  immediately,	  interrupting	  Clarkes’s	  blessing	  over	  the	  gathering	  and	  the	  
food.	  “I	  felt	  myself	  insulted,”	  he	  wrote,	  “by	  what	  I	  considered	  the	  perpetrator	  of	  the	  trick,	  
and	  concluded	  that	  he	  or	  she,	  as	  it	  might	  be,	  had	  vastly	  under	  estimated	  my	  powers	  of	  
scrutiny”	  (Weisberg,	  2004:	  51)	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65	  The	  Transatlantic	  telegraph	  cable	  ran	  between	  Western	  Ireland	  and	  Newfoundland	  America	  and	  
enabled	  the	  sending	  of	  messages	  between	  America	  and	  Britain,	  reducing	  the	  time	  messages	  would	  
take	  to	  be	  sent	  or	  received	  form	  10	  days	  to	  a	  matter	  of	  minutes.	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The	  rappings	  continued	  and	  when	  the	  spirits	  were	  asked	  by	  a	  member	  of	  Clarke’s	  group	  to	  move	  a	  
table:	  ‘without	  human	  effort…the	  table	  slid	  toward	  [Clarke]	  across	  the	  knobby	  rug	  as	  though	  
“impelled	  by	  the	  Strength	  of	  a	  man”’	  (2004:	  51).	  Here	  both	  the	  tappings	  and	  table	  movement	  
provide	  an	  insight	  into	  the	  forms	  of	  Spiritualist	  phenomena	  that	  met	  both	  investigators	  and	  fans	  
during	  the	  late	  1840s.	  Similar	  examples	  of	  these	  remarkable	  phenomena	  are	  not	  confined	  just	  to	  
America.	  In	  1854	  Spiritualism	  medium	  Daniel	  Douglas	  Home	  arrived	  in	  London,	  heralding	  
performances	  of	  his	  mediumship	  to	  many	  members	  of	  the	  British	  aristocracy	  of	  the	  time.	  Melechi	  
recounts	  the	  report	  of	  a	  Robert	  Owen,	  a	  sitter	  at	  one	  of	  Home’s	  séances:	  
	  
there	  were	  raps	  immediately,	  and	  because	  I	  do	  not	  hear	  very	  well,	  the	  raps	  increased	  until	  
they	  became	  very	  loud…Next	  I	  had	  my	  handkerchief	  out,	  it	  was	  taken	  from	  my	  hands,	  and	  in	  
an	  instant	  thrown	  from	  the	  opposite	  side	  of	  the	  table…Then	  the	  spirits	  came	  and	  touched	  
each	  of	  us	  (2008:	  180).	  
	  
This	  statement	  from	  séance	  sitter	  Robert	  Owen	  reaffirms	  Doyle’s	  comments	  on	  the	  messages	  from	  
spirit	  presenting	  rudimentary	  concerns,	  where	  events	  of	  purported	  spirit	  communication	  assume	  
overriding	  importance,	  thus	  the	  actual	  spirit	  message	  becomes	  ‘a	  secondary	  consideration’	  (1926:	  
56).	  Doyle	  through	  his	  research	  observes	  the	  early	  dynamic	  of	  Spiritualism	  through	  letters	  between	  
Margaret	  Fox	  (one	  of	  the	  Fox	  sisters)	  and	  her	  puritanical	  husband	  Dr	  Elisha	  Kane,	  stating	  that	  within	  
the	  letters:	  
	  
one	  can	  find	  no	  evidence	  for	  fraud...but	  one	  does	  find	  ample	  proof	  that	  these	  two	  young	  
girls,	  Margaret	  and	  Kate,	  had	  not	  the	  least	  idea	  of	  the	  religious	  implications	  involved	  in	  these	  
powers,	  or	  of	  the	  grave	  responsibilities	  of	  mediumship,	  and	  that	  they	  misused	  their	  gift	  in	  
the	  direction	  of	  giving	  worldly	  advice,	  receiving	  promiscuous	  sitters,	  and	  answering	  comic	  or	  
frivolous	  questions	  (1926:	  89-­‐90).	  
	  
Kane’s	  statement	  within	  the	  letter	  implies	  that	  early	  Spiritualism	  at	  the	  hands	  of	  the	  sisters	  
possessed	  no	  specific	  theological	  aspirations	  or	  beliefs	  at	  the	  time.	  Arguably,	  the	  expectation	  of	  the	  
Fox	  sisters’	  Spiritualism	  was	  to	  present	  both	  proof	  of	  communication	  with	  spirit	  but	  also	  provide	  a	  
‘visual	  spectacle’	  that	  acted:	  ‘as	  a	  brilliant	  amusement	  where	  theatrical	  effects	  embellished	  an	  
exciting	  shared	  experience’	  (Natale,	  2011:	  239).	  The	  Kane	  letter	  also	  reaffirms	  knowledge	  that	  during	  
Victorian	  Spiritualism	  there	  was	  a	  scientific	  preoccupation	  to	  evaluate	  whether	  mediums	  really	  were	  
contacting	  the	  spirit	  world,	  hinting	  also	  at	  overriding	  concerns	  around	  fraud.	  	  
The	  distinction	  being	  made	  between	  contemporary	  formalised	  Spiritualism	  and	  the	  bangs,	  
taps,	  and	  other	  phenomena	  that	  were	  the	  primary	  focus	  of	  Victorian	  Spiritualism,	  is	  important	  to	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situate	  where	  media	  spiritualism	  fits	  in,	  and	  what	  areas	  of	  Spiritualism	  the	  media	  is	  re-­‐presenting.	  
The	  research	  in	  chapter	  5	  extrapolated	  a	  vast	  array	  of	  Victorian	  Spiritualist	  motifs	  present	  within	  
media	  texts,	  and	  outlined	  how	  the	  contemporary	  media	  séance	  has	  become	  an	  omnipresent	  part	  of	  
the	  sequential	  composite	  of	  the	  ghost	  hunting	  television	  text.	  Outside	  of	  Most	  Haunted,	  examples	  of	  
Victorian	  Spiritualism	  can	  be	  found	  in	  programmes	  such	  as	  Ghost	  Detectives,	  Dead	  Famous,	  and	  
Ghosthunting	  With…	  Here,	  communication	  with	  spirit	  is	  performed	  through	  a	  range	  of	  practices	  that	  
were	  very	  much	  part	  of	  the	  Victorian	  Spiritualist	  milieu,	  from	  the	  séance	  to	  table	  tipping,	  calling	  out	  
and	  listening	  for	  rapping	  noises	  and	  the	  Ouija	  board.	  The	  practices	  are	  often	  greeted	  either	  by	  a	  
sense	  of	  delight	  or	  dread	  by	  the	  participants	  on-­‐screen,	  believing	  that	  these	  Spiritualist	  devices	  are	  
likely	  to	  bring	  forth	  heightened	  levels	  of	  spirit	  communication.	  Table	  tipping	  is	  a	  well-­‐used	  motif	  of	  
media	  spiritualism;	  Melechi	  draws	  attention	  to	  table	  tipping	  as	  an	  important	  Victorian	  Spiritualist	  
practice.	  In	  her	  chapter	  Tea	  and	  Table	  Moving	  (2008:	  161-­‐177),	  she	  articulates	  how	  the	  movement	  
of	  the	  table	  signified	  spirit	  communication	  in	  the	  1850s.	  World-­‐renowned	  scientist	  Michael	  Faraday	  
investigated	  the	  veracity	  of	  the	  claims	  of	  table	  movement	  in	  1853	  at	  the	  Royal	  Institution,	  
proclaiming	  after	  initial	  tests,	  he	  could	  find:	  ‘no	  indication	  of	  attraction	  or	  repulsion,	  nor	  any	  signs	  of	  
tangible	  force’	  (2008:	  170).	  
	  The	  use	  of	  the	  Ouija	  board	  also	  forms	  part	  of	  Victorian	  Spiritualist	  culture	  appropriated	  by	  
media	  spiritualism.	  While	  Ouija	  was	  on	  the	  fringes	  of	  Spiritualist	  concern	  when	  originally	  utilised	  it	  
signifies	  another	  appropriation	  from	  this	  epoch.	  The	  Ouija	  board	  was	  first	  released	  in	  1890	  as	  a	  
populist	  game-­‐like	  mechanic	  so	  that:	  ‘anyone	  could	  talk	  to	  spirits	  in	  their	  own	  homes’	  (Guiley,	  2009:	  
65).	  This	  gave	  concerns	  to	  Spiritualist	  mediums,	  who	  felt	  threatened	  that	  they	  would	  no	  longer	  be	  
required	  and	  would	  lose	  out	  on	  their	  paying	  clients.	  In	  reality	  however	  Ouija	  was	  to	  be	  a	  passing	  
phase,	  only	  gaining	  any	  momentum	  during	  the	  First	  World	  War	  where	  families	  of	  those	  killed	  in	  
action	  found	  it:	  ‘an	  easy	  and	  inexpensive	  way	  to	  try’	  (2009:	  67)	  and	  contact	  their	  loved	  ones.	  
Tweedie	  notes	  the	  resurgence	  in	  popularity	  of	  Ouija,	  citing	  its	  connection	  with	  contemporary	  filmic	  
narratives	  of	  spectacle:	  
	  
The	  device	  [Ouija	  board],	  said	  to	  be	  a	  method	  of	  contacting	  the	  spirit	  world,	  is	  experiencing	  an	  
unexpected	  renaissance…The	  culprit	  is	  Hollywood,	  and	  a	  new	  horror	  film	  titled	  Ouija…Cue	  big	  
box	  office	  takings	  and	  huge	  demand	  for	  Ouija	  boards	  (01/12/14).	  
	  
While	  the	  popularity	  of	  Ouija	  is	  growing,	  particularly	  post	  the	  Hollywood	  blockbuster;	  the	  device	  has	  
been	  notable	  within	  contemporary	  ghost	  hunting	  media,	  providing	  key	  moments	  of	  purported	  spirit	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interactions.	  For	  example	  within	  the	  narrative	  structures	  of	  Ghosthunting	  With…66	  pop	  group	  Girls	  
Aloud	  conduct	  a	  Ouija	  board	  session	  during	  their	  investigation	  of	  Crossley	  Hospital.	  Paranormal	  
Witness	  also	  re-­‐presents	  episodes	  of	  Ouija,	  during	  Season	  Five,	  Episode	  1,	  The	  Dangerous	  
Game/Trumbull	  County	  UFO	  (Realand	  Productions,	  2011),	  the	  programme	  documents	  the	  
frightening	  experience	  a	  family	  have	  when	  summoning	  a	  ‘hostile’	  spirit	  during	  an	  episode	  of	  Ouija.	  
The	  production	  stylistics	  of	  the	  programme	  meshes	  a	  documentary	  ‘talking	  head’	  style	  approach,	  
with	  re-­‐enactments	  of	  the	  ‘unseen	  entity’	  terrorising	  the	  family	  home.	  The	  production	  is	  stylistically	  
similar	  to	  that	  of	  a	  horror	  film	  with	  grotesque	  creaking	  sounds	  and	  a	  soundtrack	  designed	  to	  
enhance	  the	  tension	  of	  the	  overall	  text.	  
The	  construction	  of	  media	  spiritualism,	  which	  appropriates	  motifs	  from	  Victorian	  pursuits,	  is	  
becoming	  clearer	  through	  this	  research.	  Ouija	  and	  table	  tipping	  are	  not	  the	  only	  Victorian	  
fascinations	  appropriated	  by	  media	  spiritualism.	  Most	  Haunted’s	  use	  of	  the	  séance	  is	  outlined	  in	  
detail	  within	  chapter	  5.	  The	  séance	  is	  one	  of	  the	  most	  prolific	  of	  the	  Victorian	  motifs	  of	  Spiritualism	  
to	  be	  cast	  on-­‐screen.	  Television	  shows	  such	  as	  Ghost	  Detectives	  play	  host	  to	  numerous	  séances	  
during	  their	  investigations,	  with	  Spiritualist	  medium	  Marion	  Goodfellow	  being	  present	  to	  channel	  
spirits.	  In	  Dead	  Famous,	  the	  séance	  is	  re-­‐presented	  to	  the	  audience	  as	  a	  method	  of	  contacting	  the	  
discarnate	  spirits	  of	  celebrities	  such	  as	  Marilyn	  Monroe	  and	  Frank	  Sinatra.	  During	  Dead	  Famous	  –	  
Frank	  Sinatra	  (LIVINGtv,	  2004a)	  medium	  Chris	  Fleming	  is	  thrown	  into	  a	  convulsive	  state,	  Fleming	  
afterwards	  declares	  this	  was	  because	  of	  being	  taken	  over	  by	  one	  of	  Sinatra’s	  friends,	  Sammy	  Davis	  
Junior.	  This	  on-­‐screen	  motif	  echoes	  many	  of	  the	  accounts	  of	  Victorian	  séances	  where	  the	  medium	  
goes	  into	  a	  state	  of	  trance	  and	  is	  entered	  by	  spirit.	  Despite	  episodes	  of	  trance	  mediumship	  being	  
contentious	  in	  Victorian	  society,	  with	  doubts	  over	  authenticity	  (Melechi,	  2008:	  263)	  Fleming’s	  
convulsive	  state	  in	  Dead	  Famous	  is	  yet	  another	  heirloom	  appropriated	  by	  media	  spiritualism	  from	  
Victorian	  Spiritualism.	  	  
The	  séance	  within	  Most	  Haunted	  acts	  as	  a	  powerful	  narrative	  device,	  particularly	  during	  the	  
culmination	  of	  disturbance	  stages.	  One	  significant	  example	  of	  this	  can	  be	  seen	  in	  one	  of	  the	  most	  
recent	  special	  editions	  of	  the	  show,	  filmed	  at	  the	  Rifles	  Museum	  in	  Salisbury	  (LIVINGtv	  2011).	  During	  
this	  episode	  of	  Most	  Haunted	  there	  is	  a	  complete	  absence	  of	  the	  medium	  for	  the	  entire	  
investigation.	  Presenter	  and	  producer	  Fielding	  now	  assumes	  the	  role	  of	  a	  lay	  spirit	  communicator,	  
taking	  on	  the	  vast	  majority	  of	  the	  roles,	  from	  guiding	  the	  investigation,	  calling	  out	  and	  interpreting	  
spirit	  communication.	  Fielding	  also	  resides	  at	  the	  head	  of	  the	  séance	  table	  during	  the	  séance.	  The	  
image	  of	  Fielding	  at	  the	  Rifles	  Museum,	  (presented	  in	  trademark	  Most	  Haunted	  nighttime	  vision)	  can	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
66	  Ghosthunting	  With	  was	  a	  programme	  broadcast	  on	  ITV2	  between	  2006	  to	  2011.	  The	  Girls	  Aloud	  
episode	  was	  broadcast	  in	  December	  2006.	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be	  seen	  in	  Fig	  6.2,	  and	  is	  visually	  comparable	  to	  nineteenth	  and	  early	  twentieth-­‐century	  psychic	  
mediums,	  the	  focus	  of	  the	  séance.	  
	  
	  Fig	  6.2	  The	  séance	  conducted	  in	  the	  Rifles	  Museum,	  Most	  Haunted	  Christmas	  Spirits,	  2011	  	  
	  
During	  the	  sitting	  at	  the	  Rifles	  Museum,	  books	  appear	  to	  jump	  off	  the	  shelves	  onto	  the	  table	  in	  front	  
of	  the	  group	  while	  an	  unoccupied	  chair	  moves	  with	  no	  obvious	  explanation.	  All	  of	  these	  seemingly	  
phenomenal	  occurrences	  link	  back	  to	  Tromp’s	  notions	  of	  the	  Victorian	  séance,	  where	  it	  was	  an	  
expectation	  for	  extraordinary	  events	  such	  as	  flashes	  of	  light,	  massive	  oak	  tables	  moving,	  rappings	  
and	  other	  sounds	  (2006:	  11)	  to	  form	  part	  of	  the	  séance	  experience.	  	  
Contemporary	  re-­‐presentations	  of	  the	  practices,	  such	  as	  those	  seen	  within	  media	  ghost	  
hunting	  programmes	  bear	  a	  striking	  resemblance	  to	  this	  historical	  account,	  and	  also	  link	  to	  the	  
observations	  made	  by	  Reverend	  Clarke,	  during	  his	  time	  at	  the	  Fox	  sister’s	  residence.	  Clarke	  
experienced	  events	  similar	  in	  their	  metaphysical	  inexplicability	  (Weisberg,	  2004:	  51).	  Through	  the	  
media	  examples	  already	  observed,	  it	  can	  be	  seen	  that	  Victorian	  Spiritualist	  devices	  are	  being	  
replayed	  and	  stylised	  to	  offer	  a	  simulation	  of	  Spiritualism.	  The	  séance	  and	  additional	  motifs	  of	  early	  
Spiritualism	  such	  as	  tapping	  noises	  and	  objects	  moving	  are	  presented	  on-­‐screen,	  empty	  of	  
Spiritualist	  meaning	  or	  any	  orthodox	  theological	  value,	  seeking	  only	  to	  create	  a	  constructed	  look	  in	  
much	  the	  same	  way	  as	  Baudrillard’s	  notion	  of	  the	  simulacrum:	  
	  
in	  the	  "real"	  as	  in	  cinema,	  there	  was	  history	  but	  there	  isn't	  any	  anymore.	  Today,	  the	  history	  
that	  is	  "given	  back"	  to	  us	  (precisely	  because	  it	  was	  taken	  from	  us)	  has	  no	  more	  of	  a	  relation	  to	  




In	  this	  sense,	  the	  motifs	  of	  Victorian	  Spiritualism	  that	  are	  being	  given	  back	  to	  the	  audience	  now	  bear	  
more	  relationship	  to	  contemporary	  ‘real’	  than	  the	  authentic	  Spiritualist	  practice	  of	  the	  Victorian	  
epoch.	  To	  unpack	  and	  consider	  how	  these	  on-­‐screen	  events	  are	  re-­‐shaping	  notions	  of	  Victorian	  
Spiritualism,	  further	  specific	  examples	  are	  useful.	  	  
The	  media	  séance	  offers	  up	  one	  of	  the	  most	  significant	  pieces	  of	  evidence	  when	  drawing	  out	  
examples	  of	  contemporary	  re-­‐presentations	  of	  Spiritualism	  as	  media	  spectacle,	  the	  most	  notable	  
example	  being	  Sky	  1’s	  programme	  Michael	  Jackson:	  The	  Live	  Séance67	  (SKY	  1,	  2009).	  The	  programme	  
is	  presented	  by	  June	  Sarpong,	  a	  self	  confessed	  fan	  of	  the	  star	  who	  never	  got	  the	  chance	  to	  speak	  to	  
her	  idol	  when	  he	  was	  alive,	  who	  positions	  the	  show	  as	  presenting	  one	  more	  chance	  to	  speak	  to	  him.	  
The	  production	  of	  the	  programme	  features	  opening	  statements	  aligning	  Jackson	  to	  a	  Spiritualist	  
faith,	  quoting	  from	  his	  astrologist,	  who	  declares	  that	  Jackson	  ‘was	  very	  much	  interested	  in	  the	  after	  
death.	  That	  is	  why	  he	  always	  believed	  in	  the	  spiritual	  life’68.	  A	  guest	  on	  the	  show	  is	  Jackson’s	  friend	  
David	  Guest	  who	  continues	  to	  reaffirm	  the	  singer’s	  belief	  in	  the	  afterlife,	  citing	  his	  music,	  specifically	  
the	  album	  History	  /	  Ghosts	  as	  an	  indication	  of	  Jackson’s	  belief	  in	  the	  supernatural.	  The	  séance	  itself	  
takes	  place	  at	  Ballinacurra	  House,	  in	  County	  Cork,	  a	  place	  where	  Jackson	  stayed	  in	  2007-­‐8	  just	  before	  
he	  died	  and	  incorporates	  a	  Spiritualist	  medium,	  Derek	  Acorah,	  who	  leads	  the	  proceedings;	  Acorah	  is	  
accompanied	  by	  four	  Jackson	  fans.	  Presenter	  Sarpong	  tells	  the	  audience	  that	  these	  fans	  or	  ‘super	  
fans’	  as	  they	  are	  dubbed,	  have	  been	  selected	  for	  their	  complete	  dedication	  to	  the	  star.	  Overseeing	  
the	  event	  is	  a	  parapsychologist	  Dr	  Mathew	  Smith.	  Smith	  notes:	  ‘I	  may	  have	  some	  concerns	  with	  the	  
fans	  because	  this	  [the	  séance]	  is	  not	  a	  normal	  everyday	  event,	  this	  is	  a	  unique	  opportunity,	  and	  for	  
them	  it	  could	  be	  extremely	  emotional,	  so	  that’s	  where	  my	  concerns	  may	  be	  at	  the	  moment’.	  	  
The	  séance	  features	  Acorah	  delivering	  messages	  purported	  to	  be	  from	  Jackson	  himself.	  Dr	  
Smith	  interrupts	  the	  séance	  asking	  Acorah	  if	  the	  fans	  can	  put	  questions	  to	  the	  spirit?	  To	  which	  
Acorah	  states	  ‘he	  [Jackson]	  would	  like	  this’.	  Jackson	  speaking	  through	  Acorah	  turns	  to	  séance	  
participant	  Michael	  Lewis	  who	  starts	  to	  cry,	  other	  members	  of	  the	  séance	  become	  emotional	  and	  
begin	  to	  cry.	  Séance	  participant	  and	  superfan	  Darren	  Lee	  Hughes	  asks	  Jackson	  through	  Acorah	  about	  
the	  star’s	  favourite	  rendition	  he	  [Lee	  Hughes]	  has	  performed,	  to	  which	  the	  reply	  comes	  through	  
Acorah	  stating	  it	  was	  Hughes’	  performance	  ‘at	  the	  racecourse’.	  During	  the	  conclusion	  of	  the	  
programme	  the	  fans	  are	  asked	  how	  they	  have	  been	  affected	  by	  the	  séance	  and	  their	  experience.	  
Responses	  were	  overwhelmingly	  positive,	  with	  participant	  Rachel	  Fergusson	  reporting	  she	  felt	  
Jackson	  hug	  her.	  Other	  participants	  reported	  conclusive	  proof	  had	  been	  supplied	  to	  them	  through	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
67	  The	  Programme	  was	  voted	  worst	  television	  programme	  by	  9,000	  Yahoo	  users	  asked	  to	  name	  the	  
‘biggest	  flop’	  of	  2009	  (The	  Telegraph,	  21st	  January,	  2010).	  
68	  This	  was	  a	  statement	  from	  Michael	  Jackson’s	  Astrologer,	  Chakrapati	  Ullal,	  broadcast	  in	  the	  
opening	  scenes	  of	  Michael	  Jackson:	  The	  Live	  Séance	  on	  Sky	  1	  in	  2009.	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the	  séance	  and	  spiritualist	  communication	  through	  Acorah,	  specifically	  the	  reply	  to	  Lee	  Hughes’	  
question	  and	  the	  answer	  detailing	  his	  performance	  at	  a	  racecourse	  in	  England.	  This	  is	  cited	  as	  being	  
factually	  correct	  and	  something	  that	  no	  one	  else	  could	  have	  known.	  
The	  media	  séance	  as	  re-­‐presented	  by	  SKY	  1	  appropriates	  the	  ‘look’	  of	  the	  Victorian	  séance,	  
while	  simultaneously	  re-­‐shaping	  the	  practice	  for	  the	  audience.	  The	  Jackson	  séance	  (see	  Fig	  6.3)	  is	  
located	  in	  a	  darkened	  room;	  lighting	  is	  strategically	  placed	  on	  Acorah	  and	  the	  other	  sitters	  for	  the	  
television	  cameras	  to	  gain	  clear	  views	  of	  their	  faces	  during	  the	  close	  up	  shots	  in	  reaction	  to	  Acorah’s	  
messages	  from	  Jackson.	  The	  group	  sits	  round	  in	  a	  circle	  and	  there	  is	  an	  item	  of	  Jackson’s	  (a	  hat)	  in	  
the	  centre	  of	  the	  table.	  	  During	  the	  séance	  the	  communication	  is	  performed	  solely	  through	  Acorah,	  
and	  there	  are	  no	  visual	  or	  auditory	  phenomena	  captured.	  This	  re-­‐presentation	  of	  a	  séance	  provides	  
a	  very	  sterile	  event;	  one	  far	  removed	  from	  Tromp’s	  (2006:	  11)	  noted	  earlier.	  Here	  media	  spiritualism	  
becomes	  a	  culmination	  of	  cultural	  factors	  that	  assume	  prioritisation,	  such	  as	  celebrity	  status,	  
fandom	  and	  the	  general	  media	  hype	  including	  celebrity	  guests,	  which	  are	  presented	  only	  to	  enhance	  
the	  spectacle	  of	  the	  event,	  while	  the	  title	  of	  the	  show	  also	  implies	  the	  importance	  of	  celebrity	  over	  
the	  practice	  of	  Spiritualism,	  with	  Jackson	  assuming	  the	  main	  focus.	  Production	  enhancements	  also	  
play	  a	  part,	  the	  well-­‐understood	  mechanic	  of	  the	  media	  replay	  for	  example.	  The	  replay	  offers	  a	  
chance	  for	  the	  audience	  to	  view	  an	  important	  moment	  within	  the	  séance	  or	  what	  is	  presented	  as	  a	  
significant	  message	  from	  Jackson	  (that	  the	  audience	  will	  have	  missed)	  during	  the	  show’s	  commercial	  
break.	  While	  very	  different	  to	  the	  Most	  Haunted	  replay,	  where	  the	  production	  would	  replay	  
tappings,	  visions	  or	  purported	  poltergeist	  phenomenon,	  the	  replays	  of	  the	  Jackson	  séance	  merely	  
focused	  on	  purported	  messages	  from	  the	  star.	  The	  Jackson	  séance	  provides	  additional	  evidence	  of	  a	  
transformation	  away	  from	  the	  traditional	  practices	  and	  theological	  structure	  of	  Spiritualism,	  and	  one	  
that	  is	  framed	  by	  cultural	  values	  and	  expectations,	  the	  cultural	  values	  being	  based	  around	  notions	  of	  
celebrity,	  fame	  and	  a	  materialistic	  fear	  of	  death.	  Within	  this	  media	  spiritualist	  dynamic,	  the	  medium	  
becomes	  merely	  a	  cog	  in	  the	  machine	  of	  media	  spectacle,	  useful	  only	  to	  mediate	  messages	  from	  the	  
deceased	  celebrity.	  	  
Baudrillard	  throughout	  his	  work	  The	  Ecstasy	  of	  Communication	  constructs	  a	  way	  in	  which	  to	  
view	  what	  is	  occurring	  on-­‐screen,	  articulating	  the	  relationship	  between	  the	  media,	  the	  spectacle,	  the	  
loss	  of	  meaning	  and	  the	  audience.	  	  The	  Jackson	  ‘live’	  séance	  can	  be	  deemed	  to	  be	  the	  complete	  
embodiment	  of	  this	  theory.	  Baudrillard	  observes	  the	  media	  as	  an:	  ‘empty	  or	  crazy	  and	  ecstatic	  form’	  
(2012:	  71),	  a	  set	  of	  signs	  that	  no	  longer	  conveys	  meaning,	  but	  which	  transforms,	  for	  example,	  the	  




the	  masses	  plunge	  into	  an	  ecstatic	  indifference,	  into	  the	  pornography	  of	  information,	  and	  
place	  themselves	  at	  the	  heart	  of	  the	  system,	  at	  the	  blind	  and	  inert	  spot	  from	  which	  they	  
neutralize	  and	  annul	  it	  (2012:	  71).	  
	  
	  
As	  observed	  throughout	  this	  thesis,	  the	  media	  spectacle	  encourages	  bigger,	  better	  and	  more	  
extravagant	  spectacles	  (Kellner,	  2003:	  vii),	  and	  while	  the	  contemporary	  media	  séance	  is	  very	  much	  
part	  of	  the	  spectacle	  there	  is	  a	  paradoxical	  situation	  occurring.	  The	  Jackson	  media	  séance	  is	  
uneventful,	  containing	  significantly	  less	  manifest	  spectacle	  than	  its	  historical	  form.	  There	  are	  no	  
lifting	  tables,	  tappings,	  noises	  or	  significant	  channelling	  of	  spirit	  through	  the	  medium.	  What	  the	  
media	  appropriates	  is	  the	  aesthetic	  form	  of	  the	  séance.	  The	  on-­‐screen	  rendition	  maintains	  the	  
circular	  form,	  there	  is	  the	  darkened	  environment	  and	  in	  the	  case	  of	  the	  Jackson	  séance,	  a	  medium	  as	  
the	  focal	  point.	  There	  is	  an	  absence	  of	  flying	  objects,	  moving	  tables	  and	  critically	  none	  of	  the	  sitters	  
link	  hands	  during	  the	  séance,	  which	  was	  a:	  ‘legitimate	  aspect	  of	  [the	  Victorian]	  Spiritualist	  practice’	  
(Owen,	  2004b:	  218).	  Thus	  media	  spiritualism	  can	  be	  seen	  to	  present	  an	  empty	  simulation	  of	  the	  
Victorian	  practice	  of	  the	  séance,	  producing	  only	  visual	  codes	  of	  a	  media	  paranormal	  experience.	  In	  
the	  Jackson	  séance	  the	  overt	  signs	  of	  the	  spectacle	  (noises,	  flying	  objects)	  are	  less	  important,	  with	  
the	  séance	  operating	  as	  a	  stylistic	  procedure,	  where	  style	  and	  production	  itself	  have	  now	  assumed	  
the	  level	  of	  spectacle;	  the	  removal	  of	  even	  the	  signifiers	  of	  spectacle	  are	  becoming	  clear,	  reinforcing	  




Fig.	  6.3	  Michael	  Jackson:	  The	  Live	  Séance	  
	  
	  
The	  Jackson	  séance	  provides	  an	  important	  example	  of	  a	  notable	  media	  re-­‐presentation	  of	  
devices	  aligned	  to	  Victorian	  Spiritualism,	  however	  it	  is	  not	  the	  only	  example	  of	  historical	  references	  
to	  Spiritualism	  re-­‐played	  and	  re-­‐shaped	  through	  the	  media.	  In	  Most	  Haunted,	  Fielding	  and	  her	  team	  
bear	  witness	  to	  an	  abundance	  of	  tappings,	  noises,	  and	  other	  auditory	  phenomenon	  picked	  up	  as	  
diegetic	  sounds	  on-­‐camera,	  and	  are	  ostensibly	  heard	  after	  either	  Fielding	  or	  other	  members	  of	  the	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team	  call	  out	  to	  spirit	  asking	  for	  a	  response.	  Dixon	  (2011)	  notes	  the	  significance	  of	  noise	  within	  the	  
contemporary	  ghost	  hunting	  programme,	  citing	  Fielding’s	  remarks:	  ‘it’s	  almost	  always	  me	  who	  hears	  
strange	  noises	  first,	  so	  in	  most	  shows	  you’ll	  hear	  me	  going	  ‘What	  was	  that?	  Did	  you	  hear	  that?’	  
(2011:	  443).	  Taps	  and	  knocks	  become	  such	  a	  frequent	  part	  of	  the	  narrative	  structure	  within	  Most	  
Haunted	  that	  they	  warrant	  some	  consideration	  in	  themselves.	  An	  example	  of	  this	  can	  be	  observed	  in	  
the	  Most	  Haunted	  investigation	  of	  Woodchester	  Mansion	  during	  Series	  7.	  Throughout	  the	  episode,	  
taps	  and	  other	  noises	  are	  heard	  after	  team	  members	  have	  called	  out	  to	  spirits	  asking	  for	  replies,	  and	  
they	  are	  attributed	  by	  the	  team	  to	  spirit	  communication.	  During	  this	  investigation,	  Fielding,	  Beattie	  
and	  cameraman	  Stuart	  Torevell	  are	  calling	  out	  to	  spirit	  when	  a	  piece	  of	  rock	  is	  purportedly	  thrown	  
over	  their	  heads.	  This	  event	  is	  once	  again	  attributed	  to	  spirit	  communication.	  	  
These	  calling	  out	  and	  ‘responses’	  through	  tappings	  and	  rapping	  noises,	  offers	  an	  obvious	  link	  
with	  former	  Spiritualist	  practices	  such	  as	  the	  Fox	  sitters	  and	  the	  tappings	  of	  Hydesville,	  Despite	  these	  
similarities,	  what	  is	  occurring	  on-­‐screen	  is	  vastly	  different	  to	  early	  forms	  of	  modern	  Spiritualism.	  In	  
reference	  to	  Most	  Haunted	  the	  calling	  out	  and	  ensuing	  tappings	  are	  no	  longer	  mediated	  through	  the	  
Spiritualist	  medium	  because	  interpretations	  and	  calling	  out	  has	  assumed	  a	  free-­‐for-­‐all	  which	  any	  
member	  of	  the	  production	  crew	  can	  take	  part	  in.	  The	  Woodchester	  Mansion	  investigation	  was	  also	  
noted	  in	  chapter	  5	  for	  the	  use	  of	  a	  parapsychologist	  as	  the	  communicator	  during	  the	  séance,	  calling	  
out	  to	  and	  reportedly	  engaging	  in	  spirit	  conversation.	  These	  factors	  provide	  conclusive	  evidence	  that	  
there	  is	  a	  re-­‐presentation	  of	  Victorian	  Spiritualism	  occurring,	  using	  traditional	  practices	  and	  re-­‐
shaping	  them	  for	  the	  contemporary	  audience.	  
The	  prominence	  of	  tappings	  and	  other	  auditory	  communication	  from	  spirit	  is	  not	  exclusive	  
to	  Most	  Haunted,	  other	  programmes	  such	  as	  Dead	  Famous,	  Ghost	  Detectives,	  Ghosthunting	  With…	  
all	  utilise	  a	  similar	  calling	  out	  (to	  spirit)	  and	  listening	  for	  a	  response	  methodology,	  presenting	  
auditory	  phenomena	  as	  ‘proof’	  of	  spirit	  interactions.	  Contemporary	  re-­‐presentations	  of	  this	  
Victorian	  practice	  are	  also	  reinvented	  with	  new	  technology,	  which	  serves	  to	  re-­‐shape	  this	  traditional	  
calling	  out	  –	  response	  dynamic.	  While	  auditory	  phenomena	  are	  still	  an	  important	  part	  of	  the	  media	  
re-­‐presentation,	  now	  camcorders	  are	  a	  significant	  tool	  engaged	  in	  the	  ‘capturing’	  of	  on-­‐screen	  
anomalies	  after	  calling	  out	  to	  spirit.	  An	  example	  of	  this	  is	  observed	  in	  Dead	  Famous,	  when	  the	  team	  
intend	  to	  contact	  the	  spirits	  of	  Bonnie	  and	  Clyde.	  	  
During	  the	  nighttime	  vigil	  at	  the	  Baker	  Hotel	  (a	  favourite	  haunt	  of	  Bonnie	  and	  Clyde),	  both	  
presenter	  Porter’s	  group	  and	  medium	  Fleming’s	  group	  are	  heard	  calling	  out	  to	  spirit	  asking	  them	  to	  
visualise	  through	  anomalies,	  so	  they	  can	  be	  captured	  on	  the	  group’s	  camcorders.	  This	  offers	  a	  
meshing	  of	  rudimentary	  and	  technological	  communication	  methodologies,	  where	  the	  basic	  calling	  
out	  –	  spirit	  response	  is	  now	  mediated	  through	  a	  technological	  piece	  of	  equipment	  (the	  camcorder),	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before	  the	  events	  are	  produced	  and	  then	  transmitted	  on-­‐screen.	  This	  contemporary	  re-­‐shaping	  of	  
the	  Victorian	  first	  person	  experience,	  now	  positions	  the	  audience	  in	  a	  fourth	  stage	  of	  interpretation,	  
initially	  there	  is	  the	  anomalous	  ‘event’,	  which	  is	  being	  captured	  on	  the	  camcorder	  /	  webcam	  (stage	  
one),	  but	  this	  is	  then	  mediated	  by	  the	  medium	  or	  presenter	  (stage	  two),	  before	  the	  footage	  is	  then	  
produced	  into	  the	  media	  text	  and	  transmitted	  onto	  television	  (stage	  three),	  after	  which	  the	  audience	  
assume	  a	  fourth	  stage	  in	  the	  mediation	  process.	  	  
This	  technological	  distancing	  between	  the	  event	  and	  the	  audience	  is	  discussed	  in	  detail	  in	  
chapter	  2	  of	  this	  study	  but	  it	  is	  also	  an	  important	  part	  of	  the	  re-­‐presentation	  of	  Victorian	  Spiritualism	  
to	  contemporary	  audiences.	  The	  example	  of	  Dead	  Famous	  offers	  an	  example	  of	  how	  notions	  of	  
Victorian	  Spiritualism	  have	  been	  appropriated	  and	  re-­‐shaped	  by	  the	  media	  to	  create	  an	  on-­‐screen	  
form	  of	  spiritualism.	  	  To	  theorise	  this	  media	  re-­‐shaping	  of	  the	  genuine	  act	  of	  Spiritualism,	  the	  work	  
of	  Derrida	  provides	  a	  useful	  way	  of	  reading	  the	  production	  of	  the	  real.	  Derrida	  uses	  the	  analogy	  of	  a	  
politician	  on-­‐screen	  who	  ‘seems’	  to	  be	  addressing	  the	  audience	  honestly,	  looking	  them	  directly	  in	  
the	  eye,	  yet	  what	  is	  concealed	  is	  the	  politician	  is:	  ‘reading,	  on-­‐screen,	  at	  the	  dictation	  of	  a	  
“prompter,”	  a	  text	  composed	  somewhere	  else,	  at	  some	  other	  time,	  sometimes	  by	  others,	  or	  even	  by	  
a	  whole	  network	  of	  anonymous	  authors’	  (2002:	  4).	  Derrida	  interprets	  the	  portrayal	  of	  ‘genuine	  
events’	  as	  being	  warped	  and	  falsified	  (2002:	  32),	  suggesting	  that	  audiences	  should	  gain	  a	  critical	  
culture	  of	  media	  representations	  and	  the	  machine	  methods	  employed	  in	  the	  production	  processes.	  
To	  apply	  this	  to	  paranormal	  media,	  Hill	  clarifies	  that	  in	  terms	  of	  this	  genre	  of	  television,	  audiences	  
know	  the	  differences	  between	  first	  person	  experiences	  and	  media	  representations.	  Drawing	  on	  
Gordon	  (1997),	  Hill	  argues	  that	  it	  is	  sensory	  knowledge	  of	  hauntings	  that	  distinguishes	  between	  a	  
personal	  experience	  and	  one	  that	  is	  viewed	  through	  the	  media	  (2010:	  86).	  
Self-­‐evidently	  there	  is	  a	  clear	  dichotomy	  between	  a	  first-­‐person	  experience	  that	  a	  sitter	  
would	  have	  in	  Victorian	  society	  (be	  it	  private	  or	  public),	  and	  the	  new	  media	  technological	  experience	  
a	  contemporary	  audience	  receives	  when	  exposed	  to	  re-­‐presentations	  of	  Victorian	  Spiritualism	  within	  
the	  media.	  However	  the	  question	  that	  should	  also	  be	  considered	  when	  exploring	  the	  appropriation	  
and	  popularity	  of	  Victorian	  Spiritualist	  practices	  within	  contemporary	  media	  is:	  what	  are	  the	  cultural	  
differences	  between	  Victorian	  Spiritualism	  and	  its	  re-­‐presentation?	  In	  relation	  to	  this	  question,	  both	  
the	  Introduction	  to	  British	  Spiritualism	  and	  chapter	  4	  of	  this	  study	  take	  into	  consideration	  the	  
Victorian	  medium,	  the	  séance	  and	  broader	  scope	  of	  Spiritualism	  at	  this	  time,	  drawing	  out	  the	  
significance	  that	  the	  belief	  system	  offered	  as	  a	  backdrop	  against	  which	  areas	  of	  gender,	  sexuality,	  
class,	  politics	  and	  even	  alcoholism	  (Tromp,	  2006:	  151-­‐153)	  were	  negotiated.	  The	  Victorian	  séance	  
and	  more	  broadly	  Spiritualism	  was	  a	  pivotal	  space	  for	  social	  and	  political	  discourse.	  Tromp	  regards	  
the	  Victorian	  séance	  as:	  ‘the	  site	  of	  an	  unorthodox	  extraministerial	  communion	  service	  or	  a	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provocative	  political	  discussion’	  (2006:	  5),	  and	  continues	  to	  argue	  that	  Spiritualism	  offers	  a	  unique	  
insight	  into	  Victorian	  British	  society,	  with	  social	  tensions	  around	  gender	  and	  sexuality	  being	  played	  
out	  and	  renegotiated.	  Tromp	  observes	  that	  Spiritualism	  and	  its	  importance	  to	  Victorian	  culture	  is	  not	  
dissimilar	  to	  the	  importance	  of	  advertising	  in	  the	  contemporary	  world:	  
	  
we	  can	  sing	  product	  jingles	  better	  than	  the	  top	  forty.	  I	  would	  argue	  the	  same	  for	  the	  Victorian.	  
They	  were	  both	  confirmed	  believers	  and	  dismissive	  sceptics,	  but,	  from	  the	  Queen	  to	  the	  
quarry,	  Spiritualism	  held	  their	  attention’	  (2006:	  5).	  
	  
Set	  against	  such	  important	  cultural	  struggles,	  what	  social	  commentary	  does	  the	  resuscitation	  of	  
Victorian	  Spiritualism	  in	  contemporary	  media	  offer	  for	  twenty-­‐first	  century	  Britain?	  Historically	  
Spiritualism	  within	  Victorian	  society	  ran	  alongside	  developing	  technologies	  such	  as	  those	  Waters	  
observes	  in	  the	  revolution	  of	  telegraphy	  and	  photography	  while	  also	  noting	  that	  key	  figures	  within	  
the	  technological	  revolution	  of	  this	  time,	  such	  as	  Sir	  Oliver	  Lodge69	  and	  Cromwell	  Varley70,	  were	  
practising	  Spiritualists	  (1997:	  424).	  Coincidentally	  or	  not,	  this	  feeds	  into	  notions	  of	  a	  bond	  between	  
the	  use	  of	  developing	  electronic	  technologies	  and	  the	  communicational	  energies	  presumed	  to	  be	  
emanating	  from	  the	  spirit	  world.	  Sconce	  acknowledges	  this	  link,	  arguing	  that	  Victorian	  Spiritualism	  
aligned	  itself	  with	  the	  principles	  of	  ‘electronic	  science’	  through	  an	  envisaged	  connection	  with	  
telegraphy,	  to:	  ‘vanquish	  previous	  barriers	  of	  space,	  time	  and	  in	  the	  Spiritualist	  imagination	  even	  
death’	  (Sconce,	  2000:	  28).	  With	  the	  rise	  in	  these	  remarkable	  technologies,	  it	  is	  understandable	  that	  
parallels	  were	  drawn	  between	  Spiritualist	  forms	  of	  communication	  and	  these	  earthly	  electronic	  
communicational	  devices.	  	  Yet	  why	  are	  these	  Victorian	  Spiritualist	  devices,	  to	  utilise	  Arias’	  
terminology,	  making	  ‘ghostly	  returns’	  (2006:	  87)	  and	  what	  are	  the	  social	  conditions	  that	  may	  present	  
the	  reasons	  for	  such	  visitations?	  The	  notion	  that	  contemporary	  media’s	  version	  of	  Victorian	  
Spiritualism	  is	  a	  ‘re-­‐presentation’	  suggests	  that	  it	  is	  not	  simply	  a	  carbon	  copy	  of	  the	  practices	  of	  
mediumship	  on	  offer	  over	  one	  hundred	  years	  ago.	  As	  noted	  in	  this	  chapter	  there	  are	  significant	  
differences	  between	  the	  contemporary	  re-­‐presentation	  and	  the	  Victorian	  Spiritualist	  practices,	  not	  
least	  because	  key	  social	  struggles	  such	  as	  gender,	  politics,	  and	  class	  are	  absent	  with	  the	  
contemporary	  version.	  	  Gender	  in	  contemporary	  media	  spiritualism,	  indeed,	  presents	  not	  so	  much	  a	  
struggle	  but	  a	  realignment	  which,	  while	  not	  being	  involved	  in	  the	  complex	  negotiations	  of	  female	  
empowerment,	  as	  with	  Victorian	  Spiritualism,	  still	  witnesses	  a	  distinct	  subversion	  of	  the	  gender	  role	  
of	  the	  medium	  (as	  examined	  in	  chapter	  4),	  where	  the	  male,	  in	  the	  media	  at	  least,	  has	  displaced	  the	  
female	  and	  assumed	  the	  dominant	  figure	  of	  a	  media	  spiritualist	  medium.	  	  As	  discussed	  in	  Chapter	  4,	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69	  Sir	  Oliver	  Lodge	  was	  a	  radio	  engineer,	  who	  made	  radio	  transmitions	  before	  Marconi.	  
70	  Cromwell	  Varley	  was	  involved	  in	  the	  development	  of	  the	  Atlantic	  telegraph.	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the	  Victorian	  medium	  was	  generally	  female,	  who	  was	  granted	  a	  place	  of	  empowerment,	  status	  
enhancement	  and	  a	  role	  in	  public	  speaking	  that	  mediumship	  offered.	  This	  largely	  female	  medium	  
has	  today,	  in	  the	  media	  at	  least,	  been	  usurped	  by	  the	  omnipresent	  male	  media	  spiritualist,	  a	  gender	  
shift	  framed	  by	  discourses	  of	  the	  new	  man	  and	  notions	  of	  continuing	  patriarchal	  media,	  which	  
favour	  male	  performances	  of	  spectacle.	  Outside	  of	  this,	  there	  are	  no	  manifest	  hints	  as	  to	  any	  cultural	  
struggles	  played	  out	  through	  contemporary	  re-­‐presented	  media	  spiritualism.	  
In	  addition	  to	  attributing	  the	  ways	  contemporary	  fictional	  texts	  resuscitate	  Victorian	  
Spiritualism	  to	  mirror	  Victorian	  unease	  regarding	  our	  own	  situation	  and	  relationship	  with	  death	  and	  
materiality	  (Arias,	  2006:	  102),	  Arias	  also	  notes	  Victorian	  concerns	  around	  the	  fin	  de	  siècle	  (2006:	  
101)	  that	  pervade	  society	  today,	  particularly	  since	  the	  end	  of	  the	  twentieth	  century	  with	  the	  
burgeoning	  reliance	  on	  technology.	  One	  such	  well-­‐documented	  fear	  was	  the	  Millennium	  Bug71.	  This	  
cultural	  apprehension	  around	  the	  end-­‐of-­‐the-­‐century	  is	  also	  picked	  up	  by	  Kellner,	  who	  discusses	  a	  
‘pre-­‐millennial’	  upsurge	  in	  beliefs	  in	  spirituality,	  the	  occult	  and	  fears	  that	  centre	  on	  government	  
cover-­‐ups	  and	  technology	  (2003:	  126).	  It	  is	  therefore	  feasible	  that	  the	  re-­‐presentation	  of	  Spiritualism	  
through	  contemporary	  media	  narratives	  discussed	  within	  this	  chapter	  forms	  part	  of	  this	  pre-­‐
millennial	  upsurge	  in	  spiritualities	  and	  metaphysical	  consciousness,	  but	  while	  scholars	  like	  Arias	  and	  
Kellner	  observe	  similarities	  between	  the	  cultural	  apprehensions	  of	  Victorians	  and	  contemporary	  
society,	  what	  is	  underplayed	  in	  their	  work	  is	  how	  re-­‐presentations	  of	  orthodox	  practices	  serve	  only	  
to	  distance	  the	  events	  on-­‐screen	  from	  the	  genuine	  events	  they	  report	  to	  be	  portraying.	  While	  the	  
rappings,	  tappings	  and	  séances	  may	  hint	  at	  Victorian	  notions	  of	  Spiritualism,	  as	  this	  chapter	  exposes,	  
these	  are	  merely	  hints	  that	  only	  remove	  all	  meaning	  from	  the	  practice	  itself.	  To	  situate	  this	  within	  
the	  theoretical	  framework	  of	  Baudrillard’s	  simulations,	  these	  re-­‐presentations	  of	  Victorian	  
Spiritualism	  now	  assume	  the	  status	  of	  the	  genuine	  practice	  and	  thus	  unseat	  all	  meaning	  from	  the	  
genuine	  events	  of	  the	  Victorian	  Spiritualist	  epoch.	  
Baudrillard’s	  term	  ‘retrospective	  hallucination’,	  derived	  from	  his	  analysis	  of	  the	  repatriation	  
of	  the	  New	  York	  Cloisters	  discussed	  in	  Chapter	  1,	  offers	  a	  way	  in	  which	  to	  frame	  the	  media	  re-­‐
presentation	  of	  Victorian	  Spiritualism	  as	  a	  supplementary	  subterfuge	  (Baudrillard	  and	  Faria	  Glaser,	  
2007:	  11).	  Media	  spiritualism’s	  re-­‐presentation	  and	  simulation	  of	  Victorian	  Spiritualism	  is	  clear	  
through	  the	  evidence	  presented	  in	  this	  chapter	  through	  séances	  that	  no	  longer	  require	  mediums	  or	  
they	  are	  hosted	  by	  parapsychologists,	  presenter	  screams	  that	  mask	  tappings	  and	  noises	  heralded	  as	  
evidence	  of	  spirit	  communication.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
71	  It	  was	  believed	  the	  Millennium	  Bug	  would	  cause	  a	  worldwide	  disruption.	  All	  computers	  (due	  to	  
their	  original	  time-­‐positioning	  programming)	  would	  assume	  when	  the	  year	  2000	  was	  arrived	  at,	  the	  
date	  was	  actually	  1900,	  causing	  shut	  downs	  and	  errors	  with	  data	  and	  systems.	  It	  never	  occurred.	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Under	  Baudrillard’s	  framework	  of	  simulacrum,	  these	  simulations	  take	  on	  a	  new	  dimension	  
when	  ‘repatriated’	  into	  the	  original	  site,	  the	  places	  where	  the	  original	  hauntings	  have	  been	  
experienced.	  The	  ghost	  hunting	  television	  programmes	  make	  every	  effort	  to	  emphasise	  how	  the	  
entire	  team,	  the	  presenter,	  medium	  and	  production	  staff	  are	  positioned	  in	  a	  returning	  role	  to	  the	  
original	  site	  of	  haunted	  goings-­‐on,	  the	  simulation	  of	  authenticity	  being	  highlighted	  by	  the	  fact	  that	  
the	  productions	  feature	  a	  history	  of	  the	  locations	  and	  the	  hauntings,	  and	  explain	  how	  they	  are	  
orchestrating	  similar	  sets	  of	  circumstances	  to	  recapture	  these	  events	  taking	  place	  once	  again.	  The	  
sites	  where	  the	  re-­‐presented	  acts	  of	  spiritualism	  occur	  are	  darkened	  rooms,	  so	  that	  the	  production	  
stylistic	  offers	  images	  of	  neo-­‐gothic	  ghostly	  houses	  and	  castles.	  These	  are	  the	  scenes	  of	  ‘repatriation’	  
for	  re-­‐presented	  spiritualism,	  the	  supplementary	  subterfuge	  that	  Baudrillard	  theorises.	  	  
	  
The	  Repatriation	  of	  Re-­‐Presented	  forms	  –Victorian	  Spiritualism	  on	  Location?	  
The	  circumvolution	  that	  Baudrillard	  envisages	  where	  the	  simulation	  is	  reinstated	  in	  original	  
surroundings	  can	  be	  unpacked	  further	  in	  relation	  to	  contemporary	  media	  spiritualism.	  Notions	  that	  
the	  media	  are	  repatriating	  a	  re-­‐presentation	  of	  Victorian	  Spiritualism	  back	  in	  an	  original	  
environment	  are	  also	  subject	  to	  question.	  As	  outlined	  in	  chapter	  5	  in	  the	  section	  —	  A	  Thematic	  
Exploration	  of	  the	  Reality	  Television	  Paranormal	  Spectacle	  —	  there	  are	  complex	  questions	  as	  to	  the	  
authenticity	  of	  the	  events	  that	  are	  ‘caught	  on-­‐camera,’	  so	  despite	  the	  darkened	  rooms,	  the	  original	  
locations	  of	  the	  hauntings,	  the	  gothic	  images	  and	  the	  quasi	  spiritualist	  practices,	  this	  conceals	  the	  
fact	  that	  the	  repatriation	  itself	  is	  nothing	  more	  than	  a	  media	  subterfuge.	  The	  original	  location	  now,	  is	  
no	  longer	  the	  genuine	  darkened	  room	  that	  played	  host	  to	  the	  Victorian	  séance	  but	  is	  now	  a	  place	  
that	  is	  heavily	  miked-­‐up,	  covered	  by	  web-­‐cams,	  camcorders,	  nighttime	  vision	  devices,	  not	  to	  
mention	  the	  crew,	  camera	  operators,	  and	  sound	  men.	  The	  space	  is	  no	  longer	  the	  authentic	  location	  
but	  a	  media	  space,	  mediated	  by	  the	  technology	  of	  television,	  a	  kind	  of	  on-­‐location	  studio	  set.	  The	  
Spiritualist	  medium	  may	  have	  been	  the	  central	  focus	  during	  the	  Victorian	  Spiritualist	  movement,	  but	  
now,	  if	  they	  are	  even	  present,	  they	  have	  to	  jostle	  for	  position	  in	  this	  ‘original	  location’	  with	  the	  
technologies	  of	  television.	  In	  this	  respect,	  it	  could	  be	  argued	  that	  even	  if	  the	  re-­‐presentations	  of	  
Victorian	  Spiritualism	  are	  performed	  within	  a	  genuine	  location,	  a	  mediaeval	  castle,	  an	  ancient	  
monastery,	  a	  derelict	  hotel,	  once	  these	  are	  presented	  within	  the	  same	  framework	  as	  a	  television	  
studio,	  these	  locations	  are	  nevertheless	  stripped	  of	  their	  authenticity	  because	  they	  become	  merely	  
production	  sets.	  While	  all	  of	  the	  primary	  texts	  within	  this	  study,	  including	  Dead	  Famous,	  Most	  
Haunted,	  Derek	  Acorah’s	  Ghost	  Towns,	  and	  Ghosthunting	  With…	  all	  are	  filmed	  in	  genuine	  locations,	  
introducing	  the	  media	  framework	  of	  cameras,	  sound	  and	  notions	  of	  ‘image	  synthesis’	  (Darley,	  2000:	  
18)	  do	  not	  necessarily	  constitute	  the	  repatriation	  that	  Baudrillard	  theorises.	  The	  media	  re-­‐
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presentation	  may	  actually	  present	  a	  point	  along	  the	  journey	  to	  the	  final	  site	  of	  repatriation	  for	  this	  
re-­‐presented	  media	  spiritualism.	  To	  conceptualise	  the	  final	  repatriation	  of	  re-­‐presented	  forms	  of	  
Spiritualism,	  further	  research	  was	  embarked	  upon	  in	  light	  of	  comments	  from	  Nicky	  Sewell,	  a	  
representative	  from	  The	  Association	  for	  the	  Scientific	  Study	  of	  Anomalous	  Phenomena	  (ASSAP)	  
regarding	  methodologies	  used	  by	  contemporary	  ghost	  hunting	  groups.	  Sewell	  addressed	  the	  Weird	  
10	  Conference	  in	  Warminster,	  Wiltshire.	  Her	  main	  concern	  was	  the	  use	  of	  technological	  equipment	  
during	  paranormal	  research	  investigations	  (Sewell,	  2010).	  Sewell	  regards	  the	  use	  of	  such	  equipment	  
and	  methods	  as	  a	  direct	  appropriation	  from	  the	  crop	  of	  ghost	  hunting	  programmes	  at	  the	  heart	  of	  
this	  study.	  This	  raised	  questions	  as	  to	  whether	  these	  ghost	  hunting	  groups	  had	  appropriated	  the	  re-­‐
presentations	  of	  Victorian	  Spiritualism	  from	  the	  media.	  One	  ghost	  hunting	  group	  to	  employ	  identical	  
methodologies	  to	  Most	  Haunted	  is	  YouTube	  user	  OfficialUKHaunted.	  During	  their	  investigation	  of	  the	  
Falstaff	  in	  Stratford-­‐upon-­‐Avon	  (UK	  Haunted,	  31/05/13)	  the	  UK	  Haunted	  group	  embarked	  on	  
séances	  (Fig	  6.3),	  calling	  out,	  investigations	  of	  table	  tipping	  and	  during	  the	  nighttime	  vigil	  members	  
experienced	  sensations	  that	  were	  attributed	  to	  spirit	  activity.	  	  Another	  example	  can	  be	  seen	  through	  
events	  recorded	  by	  the	  Dorset	  Ghost	  Hunters	  Paranormal	  Group	  and	  their	  investigation	  of	  
Portsmouth	  Cemetery	  (Dorset	  Ghost	  Hunters	  Paranormal,	  07/11/11).	  Here	  the	  group	  embarked	  









Fig	  6.5	  The	  Dorset	  Ghost	  Hunters	  Paranormal	  Group	  during	  their	  Ouija	  board	  session	  	  
	  
Drawing	  on	  the	  theories	  of	  Merrin	  (2005)	  and	  Gane	  (1991),	  this	  highlights	  how	  the	  produced	  empty	  
motifs	  of	  media	  spiritualism	  have	  attained	  a	  capital	  of	  their	  own	  within	  the	  system	  of	  signs	  they	  
articulate	  and	  therefore	  have	  a	  value	  in	  reproducing	  those	  signs.	  The	  methodologies	  and	  on-­‐screen	  
style	  has	  reached	  out	  of	  the	  television	  show	  and	  there	  are	  elements	  of	  symbolic	  exchange	  taking	  
place,	  where	  the	  groups	  are	  further	  reinforcing	  to	  themselves	  what	  media	  spiritualism	  looks	  like.	  The	  
author	  can	  also	  draw	  from	  his	  experience	  of	  ghost	  hunting,	  specifically	  an	  investigation	  of	  the	  Rifles	  
Museum	  in	  Salisbury	  (08/05/11)	  with	  the	  Paranormal	  Adventures	  group72.	  The	  evening	  and	  night	  
featured	  a	  concoction	  of	  mediumistic	  devices.	  The	  prominence	  of	  Victorian	  notions	  of	  Spiritualism	  
was	  strong,	  including	  a	  séance	  in	  the	  same	  room	  that	  the	  Most	  Haunted	  team	  had	  performed	  their	  
séance,	  which	  had	  led	  to	  books	  flying	  off	  the	  shelves	  (nothing	  occurred	  of	  that	  nature	  during	  the	  
author’s	  experience).	  The	  author’s	  experience	  included	  group	  sessions	  of	  calling	  out	  to	  spirit,	  and	  
listening	  out	  for	  tapping	  noises	  in	  response	  to	  the	  calling	  out.	  There	  were	  table-­‐tipping	  and	  dowsing	  
experiments,	  conducted	  in	  an	  identical	  way	  to	  Most	  Haunted’s	  investigation	  at	  the	  location,	  which	  
also	  mirrored	  the	  Most	  Haunted	  nighttime	  vigil.	  There	  was	  no	  Spiritualist	  medium	  present.	  
	   All	  of	  this	  evidence	  offers	  a	  new	  dynamic	  to	  Baudrillard’s	  theorised	  repatriation.	  Baudrillard	  
observed	  the	  ‘real’	  in	  the	  shape	  of	  the	  cloisters	  being	  repatriated	  back	  to	  its	  ‘original’	  surroundings	  
and	  how	  this	  assumes	  a	  level	  of	  complete	  subterfuge,	  a	  re-­‐staging	  of	  history,	  however	  what	  is	  
occurring	  with	  contemporary	  Spiritualism	  acted	  out	  through	  ghost	  hunting	  groups	  is	  not	  even	  a	  
genuine	  article,	  because	  the	  spiritualism	  performed	  through	  the	  examples	  noted	  no	  longer	  even	  
seek	  to	  embody	  orthodox	  Victorian	  practices	  of	  Spiritualism.	  Instead,	  these	  are	  now	  simulations	  of	  a	  
media	  simulation,	  built	  up	  through	  media’s	  appropriation	  and	  reshaping	  of	  early	  modern	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
72	  More	  details	  on	  the	  Paranormal	  Adventures	  Group	  can	  be	  found	  on	  their	  website	  -­‐	  
http://www.paranormaladventures.co.uk/	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Spiritualism,	  which	  is	  then	  an	  appropriation	  by	  the	  audience	  who	  utilise	  the	  spiritualist	  motifs	  




This	  research	  has	  taken	  a	  qualitative	  approach	  to	  the	  study	  of	  the	  disenchantment	  of	  British	  culture	  
and	  the	  transformation	  of	  Spiritualism	  from	  a	  traditional	  theological	  discourse	  to	  a	  media	  spectacle	  
to	  present	  a	  markedly	  unique	  contribution	  to	  the	  research	  of	  Spiritualism	  within	  the	  media	  through	  
a	  focus	  on	  the	  ways	  in	  which	  ghost-­‐haunting	  and	  the	  Spiritualist	  practices	  utilised	  to	  commune	  with	  
spirit	  gained	  a	  new	  platform	  and	  considerable	  momentum	  in	  contemporary	  media.	  Numerous	  
television	  shows	  employed	  Spiritualist	  principles	  and	  practices	  that	  ambiguously	  straddled	  both	  
reality	  and	  entertainment	  paradigms	  and	  the	  rise	  in	  representations	  of	  these	  new	  and	  various	  forms	  
of	  Spiritualism	  in	  the	  media	  provided	  the	  impetus	  to	  research	  the	  phenomenon	  within	  the	  
theoretical	  frameworks	  of	  the	  media	  spectacle	  and	  postmodern	  simulations	  of	  the	  real.	  The	  existing	  
theoretical	  literature	  on	  this	  specific	  area	  of	  contemporary	  Spiritualism	  in	  the	  media	  is	  inconclusive,	  
presenting	  no	  research	  of	  contemporary	  Spiritualism	  as	  a	  media	  spectacle,	  thus	  until	  now	  has	  been	  
an	  unstudied	  area.	  	  
Broadly	  this	  research	  has	  provided	  a	  detailed	  analysis	  of	  the	  landscape	  of	  contemporary	  
British	  Spiritualist	  media,	  revealing	  new	  areas	  of	  British	  spiritual	  engagement,	  framing	  these	  largely	  
as	  episodes	  of	  re-­‐enchantment,	  which	  operate	  as	  illusionary,	  aesthetic	  and	  simulated	  forms.	  This	  
links	  to	  the	  popularity	  of	  Spiritualist	  media	  represented	  by	  the	  primary	  texts	  in	  this	  study,	  which	  can	  
be	  interpreted	  as	  part	  of	  this	  new	  interest	  in	  the	  spiritual,	  yet	  paradoxically	  also	  representing	  a	  
removal	  of	  genuine	  engagement.	  Today’s	  mix	  of	  belief,	  faith	  and	  the	  practices	  of	  enchantment	  have	  
become	  commodified,	  with	  individuals	  buying	  into	  various	  New	  Age	  principles,	  reworking	  them	  to	  
suit	  personal	  ideas	  of	  self-­‐fulfilment	  (as	  a	  form	  of	  postmodern	  narcissism	  that	  finds	  the	  world	  lacking	  
because	  it	  is	  ‘dis-­‐enchanted’)	  rather	  than	  reworking	  the	  self	  to	  align	  with	  the	  principles	  of	  Spiritualist	  
principles.	  Contemporary	  spiritual	  and	  metaphysical	  interest	  has	  also	  become	  located	  in	  digital	  
virtualisations,	  where	  belief	  systems	  and	  practices	  occupy	  an	  ambiguous	  position,	  notions	  of	  real	  
and	  fake	  have	  become	  synthesised.	  It	  is	  at	  this	  moment	  simulation	  begins	  and	  the	  transformation	  of	  
Spiritualist	  practices	  to	  media	  spectacle	  is	  witnessed.	  
	  In	  providing	  a	  unique	  contribution	  to	  knowledge,	  the	  key	  concerns	  of	  this	  study	  have	  been	  
to	  research	  the	  complex	  process	  through	  which	  Spiritualism	  is	  transformed	  from	  a	  theological	  
discourse	  to	  a	  media	  spectacle	  within	  contemporary	  society.	  The	  study	  critically	  engaged	  with	  
notions	  of	  enchantment	  and	  disenchantment	  within	  contemporary	  Britain,	  documenting	  the	  nature	  
of	  contemporary	  Spiritualism	  and	  the	  Spiritualist	  medium	  within	  British	  society.	  Drawing	  on	  their	  
position	  in	  the	  media,	  gender	  debates	  and	  the	  part	  they	  play	  in	  the	  transformation	  of	  Spiritualism	  
from	  theological	  discourses	  to	  media	  spectacle	  were	  considered	  to	  show	  how	  the	  new	  emphasis	  on	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the	  male	  medium	  produces	  a	  showmanship	  to	  media	  Spiritualism	  that	  confirms	  its	  emphasis	  on	  the	  
Spectacle.	  
Each	  discursive	  chapter	  within	  the	  study	  aimed	  to	  add	  clarity	  to	  the	  overall	  research	  
question	  and	  build	  a	  detailed	  picture	  of	  contemporary	  forms	  of	  ‘enchantment’	  available,	  specifically	  
Spiritualism	  within	  the	  media,	  revealing	  how	  its	  theological	  practices	  have	  become	  appropriated	  and	  
stylised	  for	  spectacle	  creation.	  Baudrillard’s	  theoretical	  construction	  of	  simulation	  (1994)	  is	  
fundamental	  in	  conceptualising	  the	  media	  simulation	  of	  Spiritualism,	  and	  is	  utilised	  to	  understand	  
how	  the	  media’s	  facsimile	  of	  the	  belief	  system	  acts	  as	  a	  force	  for	  disenchantment.	  
	   This	  concluding	  chapter	  will	  now	  synthesise	  the	  core	  findings	  of	  this	  research,	  extracting	  
important	  themes,	  and	  integrating	  the	  various	  issues	  that	  have	  presented	  within	  the	  research.	  One	  
of	  the	  overriding	  questions	  that	  this	  research	  aimed	  to	  examine	  was	  the	  notion	  of	  British	  
‘disenchantment’.	  The	  opening	  chapters	  looked	  at	  the	  two	  key	  areas:	  the	  role	  of	  media	  technology	  
in	  relation	  to	  the	  contemporary	  populist	  experience	  of	  Spiritualism	  (how	  audiences	  are	  exposed	  to	  
and	  interpret	  media	  Spiritualism)	  and	  notions	  of	  enchantment	  within	  Britain	  today,	  both	  of	  which	  
are	  important	  when	  extracting	  the	  transformation	  of	  Spiritualism	  from	  a	  theological	  discourse	  to	  a	  
media	  spectacle.	  The	  research	  in	  chapter	  3	  suggests	  that	  the	  contemporary	  individual	  engages	  with	  
elements	  of	  the	  spiritual,	  and	  discusses	  contemporary	  society’s	  desire	  for	  meaningful	  experiences,	  
exploring	  how	  digital	  enchantment	  has	  proliferated	  in	  the	  media,	  where	  virtual	  momentary	  
aesthetic	  enchantment	  has	  pervaded	  British	  society	  to	  feed	  this	  yearning.	  Spiritualism	  has,	  for	  large	  
numbers	  of	  television	  viewers	  become	  part	  of	  this	  aesthetic	  enchantment,	  offering	  an	  intriguing	  
media	  insight	  into	  a	  world	  of	  mediums,	  spirit	  communication	  and	  belief	  in	  the	  metaphysical	  
becoming:	  	  ‘a	  rehearsal	  space	  for	  audiences	  to	  play	  with	  issues	  of	  identity	  and	  paranormal	  claims’	  
(Hill,	  2010:	  87).	  	  
The	  research	  has	  unveiled	  the	  significant	  role	  of	  the	  technological	  media	  space	  and	  its	  form,	  
finding	  that	  digital	  experience	  is	  central	  to	  displacing	  the	  genuine	  experience.	  With	  specific	  
reference	  to	  Spiritualism,	  the	  media	  (where	  large	  portions	  of	  Spiritualism	  are	  now	  consumed)	  
represents	  a	  shift	  from	  an	  authentic	  experience	  to	  one	  that	  necessitates	  a	  simulation;	  an	  emersion	  in	  
a	  virtual	  constructed	  environment	  where	  all	  content	  is	  orchestrated	  through	  an	  overriding	  set	  of	  
media	  codes	  and	  frames	  and	  it	  is	  this	  production	  that	  shapes	  meaning	  for	  the	  audience.	  This	  links	  to	  
the	  ways	  in	  which	  audiences	  assimilate	  meaning	  within	  the	  media	  framework,	  which	  presents	  a	  
dominant	  one-­‐way	  method	  of	  spectatorship.	  Notions	  of	  image	  synthesis	  specifically	  in	  relation	  to	  the	  
styling	  of	  media	  spiritualism,	  now	  with	  a	  lowercase	  ‘s,’	  because	  media	  spiritualism	  has	  become	  
detached	  from	  the	  theological	  belief	  system,	  reveal	  how	  the	  contemporary	  ghost-­‐hunting	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programme	  relies	  on	  motifs	  of	  Spiritualism,	  which	  exist	  as	  empty	  motifs	  played	  out	  in	  the	  media,	  
influenced	  by	  existing	  frames	  of	  filmic	  narrative,	  which	  create	  a	  stylised	  spiritualist	  ‘look’.	  
As	  a	  result,	  the	  technological	  form	  of	  television	  and	  the	  production	  codes	  embedded	  within	  
spiritualist	  media	  assume	  a	  greater	  level	  of	  importance	  and	  preoccupation	  for	  the	  audience	  than	  the	  
practices	  and	  beliefs	  that	  are	  being	  presented.	  In	  this	  context	  Spiritualism	  has	  become	  removed	  
from	  the	  first	  person	  experience.	  The	  presentation	  of	  Spiritualism	  now	  becomes	  ambiguous,	  placing	  
this	  belief	  system	  onto	  a	  media	  platform	  where	  even	  the	  ‘live’	  staging	  of	  ghost-­‐hunting	  ‘reality’	  
television	  becomes	  a	  restyling	  of	  Spiritualism	  that	  can	  be	  literally	  switched	  on	  and	  off.	  This	  
indifference	  to	  what	  is	  on-­‐the-­‐box	  now	  forms	  part	  of	  media	  viewing	  culture,	  much	  like	  fashion	  is	  
about	  trends,	  production	  and	  marketing,	  what	  is	  on	  television	  can	  be	  viewed	  in	  much	  the	  same	  way,	  
where	  a	  meaningful	  experience	  is	  now	  reduced	  by	  a	  disposable	  set	  of	  on-­‐screen	  images.	  	  
Using	  Baudrillard	  (1994),	  Kellner	  (2003)	  and	  Darley	  (2000)	  to	  unpack	  the	  media	  experience	  
of	  spiritualism,	  these	  representations	  of	  mediumship,	  séances	  and	  table	  tipping	  on	  television	  can	  be	  
viewed	  as	  a	  simulation	  of	  reality,	  a	  hyperreal	  environment	  where	  motifs	  of	  Spiritualism	  offer	  only	  a	  
styled	  snapshot	  of	  theological	  practices	  and	  beliefs.	  These	  simulated	  images	  are	  manipulated	  and	  
stage-­‐managed,	  empty	  of	  Spiritualist	  meaning,	  modified	  through	  the	  codes	  of	  media	  to	  gain	  
maximum	  spectacle.	  Kellner	  and	  Darley	  note	  a	  culture	  of	  media	  spectacle	  that	  drives	  and	  shapes	  
audience	  expectations,	  where	  everything	  from	  events	  covered	  in	  the	  news	  to	  blockbuster	  films	  are	  
produced	  to	  appear	  more	  spectacular	  than	  previous	  versions,	  while	  paradoxically	  more	  life-­‐like	  than	  
ever	  (using	  special	  effects	  to	  create	  animations	  that	  appear	  genuine).	  Media	  spiritualism	  occupies	  
this	  space	  so	  that	  a	  blurring	  of	  the	  boundaries	  between	  what	  is	  real	  and	  fake	  sees	  the	  emergence	  of	  
what	  Baudrillard	  constructs	  as	  the	  ‘hyperreal’	  (1994:	  23),	  a	  liminal	  space	  where	  the	  audience	  are	  
engaged	  with	  ‘genuine’	  investigations	  of	  spiritualism,	  yet	  simultaneously,	  are	  being	  removed	  from	  
any	  real	  experience	  of	  it,	  thus	  what	  may	  appear	  as	  a	  rise	  in	  interest	  in	  the	  metaphysical	  and	  
enchanted	  in	  fact	  attains	  the	  complete	  opposite,	  it	  is	  an	  interest	  in	  a	  facsimile	  of	  Spiritualism,	  a	  false	  
notion	  of	  enchantment.	  
A	  key	  area	  when	  negotiating	  Spiritualism’s	  transformation	  from	  a	  theological	  discourse	  to	  a	  
media	  spectacle	  is	  the	  contemporary	  shifting	  physical	  geographies	  of	  the	  Spiritualist	  space.	  The	  
firsthand	  experiences	  and	  mediation	  dynamics	  that	  are	  outlined	  by	  Wooffitt	  (2006)	  and	  Skultans	  
(1974),	  have	  become	  displaced,	  the	  spiritualist	  space	  now	  is	  mediated	  through	  technology	  so	  that	  
audiences	  are	  involved	  in	  the	  decoding	  of	  technological	  media	  messages,	  which	  have	  been	  learned	  
through	  a	  cognitive	  process	  over	  many	  years	  of	  experiencing	  the	  media	  form.	  While	  technology,	  
does	  unquestionably	  open	  up	  the	  possibilities	  for	  the	  dissemination	  of	  the	  ‘spiritual’	  to	  larger	  
audiences,	  the	  images	  on-­‐screen	  are	  just	  that,	  signs	  that	  have	  become	  separated	  from	  the	  signified,	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thus	  spiritualism	  in	  this	  broadcast	  technology	  framework	  becomes	  an	  overriding	  framework	  for	  
disenchantment,	  where	  the	  genuine	  spiritual	  experience	  can	  never	  be	  ‘located’.	  Instead,	  media	  
codes,	  language,	  motifs	  and	  images	  simulate,	  dislodging	  the	  orthodox	  theological	  meanings	  of	  
Spiritualism.	  
The	  popularity	  of	  spiritualism	  within	  the	  media	  alongside	  a	  multitude	  of	  spiritual	  pursuits	  
gives	  rise	  to	  notions	  of	  a	  contemporary	  re-­‐enchantment.	  Seemingly	  Weber’s	  thesis	  of	  
disenchantment	  (Gerth	  and	  Mills,	  1974:	  51)	  has	  become	  displaced	  by	  swathes	  of	  engagement	  in	  
spiritual	  pastimes	  embodied	  by	  the	  popularity	  in	  New	  Age	  practices.	  New	  Age	  beliefs	  including	  
Spiritualism	  are	  dominant	  within	  this	  cultural	  milieu	  but	  form	  part	  of	  a	  deep	  fragmentation	  of	  
beliefs,	  where	  the	  nature	  of	  enchantment	  has	  shifted,	  assuming	  a	  momentary	  and	  aesthetic	  form,	  
set	  within	  a	  framework	  of	  commmodification.	  Today,	  forms	  of	  enchantment	  are	  sold	  to	  a	  ‘soul	  
shopper’	  (a	  kind	  of	  DIY	  construction	  of	  belief	  system),	  where	  the	  individual	  facilitates	  the	  building	  of	  
there	  own	  set	  of	  beliefs	  and	  practices.	  Within	  this	  paradigm	  the	  contemporary	  personal	  enchanted	  
experience	  becomes	  the	  primary	  motivation	  with	  self-­‐fulfilment	  courses,	  films,	  video	  games,	  and	  
virtual	  reality	  becoming	  the	  products	  on	  offer	  to	  the	  soul	  shopper.	  This	  ‘enchantment,’	  produces	  
only	  an	  aesthetic	  form,	  a	  kind	  of	  false	  momentary	  enchanted	  space.	  Thus	  re-­‐enchantment	  is	  located	  
in	  the	  simulated	  experience,	  framed	  by	  secular	  interests	  and	  media	  productions,	  presenting	  a	  
movement	  away	  from	  traditional	  religious	  frameworks.	  	  Large	  proportions	  of	  contemporary	  spiritual	  
experience	  are	  located	  in	  the	  media,	  witnessing	  the	  commodification	  of	  spiritual	  itself,	  far	  from	  
being	  the	  enchanted	  experience	  that	  both	  Bennett	  (2001)	  and	  Curry	  (1999)	  theorise	  because	  this	  
media	  version	  often	  seeks	  to	  make	  enchantment	  replicable	  and	  predictable	  (Ostling,	  2003).	  Media	  
spiritualism	  forms	  part	  of	  this	  aesthetic	  enchantment,	  a	  media	  space	  that	  has	  opens	  up	  discussions	  
of	  the	  metaphysical,	  where	  notions	  of	  communication	  with	  the	  disembodied	  soul	  occupy	  a	  media	  
space,	  advertising	  to	  audiences	  the	  authentic	  nature	  of	  Spiritualist	  experience,	  yet	  in	  reality	  the	  
theological	  practices	  of	  the	  Spiritualist	  belief	  system	  become	  repackaged	  as	  a	  simulation	  displacing	  
orthodox	  meaning	  for	  media	  spectacle.	  
Simulated	  enchantment	  within	  the	  media	  is	  therefore	  reproducible,	  the	  antithesis	  of	  what	  
enchantment	  is	  supposed	  to	  be:	  unique,	  sublime	  and	  wondrous.	  However,	  besides	  spiritualist	  
programmes	  in	  the	  media,	  contemporary	  culture	  has	  produced	  large	  numbers	  of	  texts	  that	  replicate	  
areas	  of	  the	  spiritual	  as	  key	  components	  within	  their	  narrative	  structure,	  specifically	  the	  large	  
numbers	  of	  contemporary	  spiritual	  texts	  within	  the	  media	  such	  as	  ghost-­‐hunting	  television,	  films	  
such	  as	  Harry	  Potter,	  Lord	  of	  the	  Rings,	  Shutter	  Island	  and	  television	  programmes	  such	  as	  Being	  
Human.	  These	  representations	  of	  the	  spiritual	  and	  metaphysical	  are	  all	  produced	  within	  the	  media	  
technological	  framework	  to	  position	  the	  audience	  in	  a	  situation,	  which	  becomes	  more	  about	  the	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deciphering	  of	  predictable	  media	  codes	  than	  the	  any	  genuine	  spiritual	  experience.	  Through	  the	  
textual	  analysis	  of	  Most	  Haunted	  in	  chapter	  5	  the	  analysis	  demonstrated	  that	  the	  contemporary	  
media	  representation	  of	  Spiritualism	  is	  built	  around	  a	  formulaic	  structure,	  constructed	  within	  
existing	  media	  codes	  of	  narrative	  form	  mapping	  this	  reproducibility	  by	  replicating	  practices	  that	  
become	  predicable,	  thereby	  transforming	  Spiritualism	  from	  a	  theological	  enchanted	  experience	  to	  a	  
re-­‐circulated	  set	  of	  televisual	  motifs	  empty	  of	  deeper	  meaning.	  While	  the	  emphasis	  was	  on	  Most	  
Haunted	  other	  contemporary	  ghost	  hunting	  programmes	  within	  this	  thesis	  also	  use	  a	  similar	  set	  of	  
Spiritualist	  motifs,	  which	  serve	  to	  re-­‐circulate	  the	  simulations	  of	  spiritualism	  and	  further	  transform	  
spiritualism	  in	  the	  media	  away	  from	  theological	  discourse,	  and	  present	  the	  notion	  that	  what	  is	  
actually	  occurring	  is	  a	  disenchanting	  experience.	  
An	  important	  part	  of	  articulating	  the	  media	  methodology	  when	  creating	  a	  spiritualist	  
spectacular	  focuses	  on	  the	  male	  medium,	  as	  discussed	  in	  chapter	  4,	  in	  which	  the	  unpacking	  of	  the	  
gender	  shifts	  in	  relation	  to	  the	  media	  spiritualist	  medium	  demonstrates	  that	  the	  media	  prioritises	  
male	  characterisation	  through	  an	  emphasis	  on	  the	  male	  assuming	  existing	  frameworks	  of	  on-­‐screen	  
cinematic	  hero.	  This	  characterisation	  works	  with	  an	  alignment	  of	  notions	  of	  new	  male	  sensitivities.	  
Thus	  the	  male	  media	  medium	  provides	  the	  perfect	  figure	  in	  this	  dynamic	  and	  enables	  the	  media’s	  
facilitation	  of	  a	  performance	  of	  spiritualism	  that	  seeks	  only	  moments	  of	  spectacle	  through	  a	  display	  
of	  male	  showmanship.	  The	  traditional	  female	  role	  of	  the	  medium	  within	  the	  Victorian	  epoch	  has	  
become	  usurped,	  with	  the	  emergence	  of	  the	  male	  media	  medium,	  dominating	  the	  televisual	  role,	  a	  
shift	  in	  gender	  patterns	  that	  moves	  away	  from	  the	  dominance	  of	  the	  female	  medium	  so	  emblematic	  
of	  the	  Victorian	  roots	  of	  Spiritualism	  to	  a	  new	  omnipresent	  media	  male	  spiritualist	  medium.	  The	  
gender	  shift	  is	  unique	  within	  the	  media	  paradigm,	  and	  largely	  specific	  to	  television,	  with	  female	  
mediums	  still	  forming	  a	  large	  part	  of	  organised	  Spiritualism	  within	  Britain	  today.	  The	  research	  has	  
revealed	  that	  the	  rise	  of	  the	  male	  media	  medium	  was	  as	  a	  result	  of	  the	  meshing	  of	  existing	  
patriarchal	  prejudices	  of	  the	  media	  which	  continue	  to	  privilege	  lead	  male	  roles,	  alongside	  the	  
emergence	  of	  the	  contemporary	  male	  hero,	  one	  who	  no	  longer	  has	  to	  sweat	  and	  fight	  to	  prove	  
masculinity,	  but	  can	  adopt	  more	  feminine	  traits.	  Through	  notions	  of	  Gates’	  1990s	  detective-­‐hero	  
(2006:	  158)	  and	  Feasey’s	  new	  man	  (2008),	  we	  can	  see	  the	  perfect	  set	  of	  cultural	  factors	  that	  have	  
combined	  to	  enable	  the	  rise	  of	  the	  media	  male	  spiritualist	  medium	  who	  embodies	  the	  detective-­‐
hero	  and	  new-­‐man	  position,	  where	  there	  is	  a	  homogenising	  of	  the	  feminised	  notion	  of	  mediumistic	  
sensibility	  alongside	  a	  role	  that	  places	  them	  in	  a	  position	  of	  hero	  possessing	  metaphysical	  
knowledge.	  	  
The	  shift	  to	  the	  use	  of	  a	  male	  media	  spiritualist	  medium	  also	  serves	  to	  illustrate	  the	  
embedding	  of	  Spiritualist	  television	  in	  motifs	  drawn	  from	  media	  and	  cinematic	  discourses	  at	  the	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expense	  of	  theological	  Spiritualist	  meanings.	  Here	  audiences	  ‘read’	  the	  latent	  codes	  produced,	  
illustrated	  by	  medium	  Tony	  Stockwell	  in	  The	  Psychic	  Detective	  where	  he	  is	  the	  embodiment	  of	  the	  
detective	  hero:	  going	  outside	  of	  the	  law	  (the	  physical	  laws	  in	  this	  case)	  and	  solving	  the	  case	  on	  his	  
own,	  with	  his	  own	  incredible	  metaphysical	  skills.	  This	  interpreting	  of	  the	  male	  Spiritualist	  medium	  as	  
the	  hero,	  where	  they	  are	  often	  in	  dark,	  dangerous	  situations	  places	  them	  into	  the	  realms	  of	  fictional	  
representation,	  and	  serves	  to	  spectacularise	  their	  mediumship	  and	  in	  turn	  Spiritualism	  itself.	  In	  this	  
context	  of	  decoding	  media	  messages,	  this	  places	  the	  male	  medium	  into	  this	  dynamic	  of	  de-­‐
codification,	  where	  both	  the	  media	  and	  Spiritualism	  itself	  are	  reduced	  to	  a	  set	  of	  systematic	  
production	  codes,	  which	  are	  encoded	  in	  the	  media	  texts	  and	  decoded	  by	  audiences,	  therefore	  any	  
‘spiritual’	  engagement	  becomes	  superseded	  by	  media	  codes,	  devices	  and	  narrative	  structures.	  
Having	  established	  the	  factors	  that	  have	  facilitated	  the	  rise	  of	  the	  male	  media	  spiritualist	  
medium,	  this	  reaffirms	  notions	  that	  the	  male	  media	  spiritualist	  medium	  is	  at	  the	  mercy	  of	  the	  codes	  
and	  the	  framework	  of	  the	  media	  as	  a	  form.	  The	  re-­‐staging	  of	  Spiritualist	  practices	  and	  the	  male	  
medium	  contain	  little	  in	  the	  form	  of	  theological	  discourse,	  but	  the	  male	  medium	  is	  more	  about	  look,	  
style	  and,	  in	  several	  cases,	  celebrity	  status.	  This	  status	  is	  played	  out	  through	  their	  television	  role,	  the	  
books	  they	  publish,	  and	  their	  tours;	  they	  now	  represent	  a	  level	  of	  ambiguity	  between	  the	  on-­‐screen	  
medium	  as	  Spiritualist	  and	  celebrity,	  further	  removing	  notions	  of	  theological	  discourse.	  	  
The	  textual	  analysis	  of	  Most	  Haunted	  within	  this	  research	  presented	  evidence	  tracking	  
Spiritualism’s	  transformation	  from	  a	  theological	  discourse	  to	  media	  spectacle.	  The	  programme,	  
which	  arguably	  developed	  the	  conventions	  of	  the	  contemporary	  ghost-­‐hunting	  text,	  is	  itself	  framed	  
within	  filmic	  traditions,	  where	  both	  image	  synthesis	  and	  manipulation	  is	  mixed	  with	  notions	  of	  the	  
horror	  genre.	  Most	  notably	  the	  ‘look’	  of	  the	  show	  was	  stylistically	  based	  on	  The	  Blair	  Witch	  Project	  
(Fielding	  et	  al.,	  2005:	  2).	  The	  Most	  Haunted	  ‘style’	  has	  established	  the	  convention	  for	  the	  majority	  of	  
ghost-­‐hunting	  programmes	  that	  featured	  Spiritualism	  and	  in	  doing	  so	  preferenced	  a	  blend	  of	  
investigative	  (purportedly	  real)	  and	  cinematic	  (hyperreal)	  spectacle,	  where	  night-­‐time	  vigils	  offered	  
purported	  ghostly	  apparitions,	  tapping	  sounds,	  on-­‐camera	  anomalies,	  tables,	  chairs	  and	  other	  
objects	  moving.	  These	  are	  all	  presented	  to	  audiences	  as	  orthodox	  Spiritualist	  practices,	  alongside	  
acts	  of	  mediumship,	  and	  séances.	  	  
A	  key	  theoretical	  position	  utilised	  to	  understand	  the	  balance	  of	  these	  purportedly	  real	  
events	  set	  against	  the	  hyperreal	  spectacle	  was	  Best	  and	  Kellner’s	  notion	  of	  strong	  hyperrealities	  
(1997:	  103).	  Here	  the	  audience’s	  relationship	  with	  the	  media	  is	  one	  where	  the	  viewer	  cannot	  discern	  
the	  difference	  between	  what	  is	  real	  and	  what	  is	  simulated.	  This	  has	  obvious	  implications	  for	  the	  
spiritualism	  contained	  within	  the	  programmes	  and	  the	  way	  that	  it	  is	  represented	  and	  ‘read’	  by	  the	  
audience.	  The	  ghost-­‐hunting	  programme	  is	  produced	  within	  the	  framework	  of	  reality	  television,	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which	  is	  coded	  by	  markers	  such	  as	  on-­‐camera	  statements	  of	  authenticity,	  and	  ‘raw’	  camera	  footage	  
collected	  on	  handycams,	  positioning	  the	  viewer	  in	  the	  moment,	  close	  to	  the	  action	  and	  further	  
attributing	  to	  the	  authenticity	  of	  the	  experience	  (King,	  2005:	  84	  -­‐	  85).	  The	  use	  of	  handycams,	  sound	  
equipment	  and	  production	  elements	  such	  as	  the	  ‘replay’	  are	  key	  features	  of	  the	  Most	  Haunted	  re-­‐
staging	  of	  reality	  played	  out	  within	  the	  paradigm	  of	  constructed	  reality.	  Derrida’s	  analogy	  of	  the	  
journalist	  or	  politician	  who	  appears	  to	  be	  addressing	  the	  audience	  straight	  in	  the	  eye,	  but	  ‘is	  actually	  
in	  the	  process	  of	  reading	  a	  script	  that	  is	  written	  somewhere	  else,	  by	  someone	  else	  or	  a	  network	  of	  
other	  anonymous	  individuals’	  (2002:	  4)	  becomes	  apt	  in	  this	  scenario	  because	  the	  audience	  is	  never	  
quite	  sure	  what	  is	  being	  concealed	  behind	  the	  veil	  of	  reality	  media.	  In	  relation	  to	  Most	  Haunted,	  the	  
show’s	  parapsychologist	  O’Keeffe	  himself	  has	  drawn	  attention	  to	  the	  highly	  unrealistic	  nature	  of	  the	  
ghost-­‐hunts,	  hinting	  that	  the	  number	  of	  paranormal	  occurrences	  was	  a	  creation	  of	  the	  hyperreal,	  
‘anyone	  who	  does	  ghost	  hunting,	  will	  know,	  actually	  the	  reality	  is	  a	  lot	  more	  boring	  and	  mundane,	  so	  
you	  can	  often	  sit	  in	  the	  dark	  for	  hours’	  (O'Keeffe,	  2010).	  Whatever	  way	  the	  media	  representation	  of	  
the	  ghost-­‐hunting	  programme	  is	  interpreted,	  the	  ambiguity	  of	  the	  representation	  is	  clear	  so	  that	  the	  
representational	  strategies	  of	  Most	  Haunted	  documented	  by	  Hill	  range	  from	  ‘kind	  of	  non	  fiction	  
reality’	  to	  ‘demented	  gothic	  titles	  and	  rattling	  dungeons	  and	  Blair	  Witch-­‐style	  images	  of	  people	  
recoiling	  from	  sudden	  instances	  of	  jiggery-­‐pokery’	  (2010:	  69).	  This	  highlights	  the	  apparent	  
construction	  of	  a	  new	  media	  hyperreality,	  consuming	  Spiritualist	  motifs,	  one	  reproducible	  and	  only	  
relatable	  to	  itself	  and	  other	  media	  ghost-­‐hunting	  representations.	  
However,	  when	  discussing	  the	  transformation	  of	  Spiritualism	  to	  a	  media	  spectacle,	  despite	  
new	  technologies	  generating	  seemingly	  new	  styles,	  the	  relationship	  between	  Spiritualism	  and	  
spectacle	  is	  not	  a	  new	  one	  because	  the	  Spiritualist	  medium	  historically	  has	  offered	  spectacular	  
performances	  (Natale,	  2011).	  Nevertheless,	  what	  is	  new	  is	  that	  the	  media	  spectacle	  theorised	  by	  
Kellner	  (2003)	  and	  Darley	  (2000)	  has	  appropriated	  this	  traditional	  spectacle	  and	  fundamentally	  
renegotiated	  its	  meaning.	  To	  unpack	  the	  research	  finding	  further,	  Spiritualism	  itself	  has	  always	  
maintained	  elements	  of	  spectacle	  performance,	  from	  its	  earliest	  forms,	  where	  the	  Fox	  sisters	  
presided	  over	  spirit	  rappings,	  moving	  tables,	  and	  other	  phenomena.	  These	  pre-­‐existing	  notions	  of	  
performance	  that	  are	  intrinsically	  related	  to	  the	  mediumship	  are	  outlined	  in	  both	  chapter	  one	  and	  
chapter	  six.	  However	  what	  is	  uncovered	  within	  this	  research	  is	  the	  way	  in	  which	  the	  ghost-­‐hunting	  
media	  spectacle	  within	  society	  has	  popularised	  a	  media	  representation	  of	  spiritualism,	  one	  that	  has	  
re-­‐crafted	  the	  genuine	  form	  of	  Spiritualism,	  presenting	  a	  simulation	  of	  the	  genuine	  practice.	  Through	  
the	  form	  of	  television	  and	  the	  larger	  media	  these	  simulations	  arguably	  change	  perceptions	  of	  the	  
reality	  of	  Spiritualism	  itself,	  presenting	  a	  homogenised	  stylisation	  of	  events,	  narrative	  structures,	  and	  
audience	  expectations	  of	  fantastical	  events.	  The	  media	  spectacle	  prioritises	  a	  world	  of	  excitement	  in	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cinematic	  form,	  where	  anything	  from	  the	  news	  to	  spiritualities	  is	  now	  manipulated	  and	  presented	  as	  
a	  show	  and	  performance,	  becoming	  part	  of	  a	  hyperreal	  representation.	  What	  has	  presented	  itself,	  
specifically	  through	  the	  textual	  analysis	  of	  Most	  Haunted	  is	  the	  notion	  that	  the	  spiritualist	  spectacle	  
itself	  has	  its	  own	  predictable	  taxonomy,	  where	  the	  narrative	  leads	  the	  viewer	  on	  a	  journey	  of	  re-­‐
circulated	  events,	  motifs	  and	  practices,	  where	  mediumship	  is	  used	  to	  build	  tension	  and	  heighten	  the	  
spectacle.	  
The	  textual	  analysis	  of	  Most	  Haunted	  illustrated	  a	  significant	  rise	  in	  the	  number	  of	  spirit	  
interactions	  throughout	  the	  Most	  Haunted	  series,	  which	  conforms	  to	  the	  framework	  of	  media	  
spectacle	  where	  audiences	  expect	  the	  spectacle	  created	  to	  be	  enhanced	  and	  exaggerated	  as	  the	  
series	  progress.	  Within	  this	  framework	  of	  media	  spectacle,	  where	  there	  are	  more	  interactions	  with	  
spirit,	  Spiritualist	  motifs	  such	  as	  mediumship,	  and	  séances	  are	  utilised	  as	  a	  means	  of	  spectacle	  
creation	  and	  intensification.	  The	  inclusion	  of	  the	  celebrity	  figure	  in	  ghost-­‐hunting	  television	  
programmes	  represents	  the	  ultimate	  moment	  of	  transformation	  of	  Spiritualism	  to	  media	  spectacle.	  
The	  removal	  of	  theological	  discourse	  is	  complete,	  because	  now	  it	  is	  the	  reactions	  of	  celebrities	  to	  
spiritualist	  practices	  such	  as	  mediumship,	  séances	  and	  table	  tipping	  that	  assume	  higher	  levels	  of	  
importance	  than	  the	  spiritualist	  practice	  itself.	  In	  line	  with	  Baudrillard’s	  spectacle	  of	  nullité	  (2003)	  
Spiritualism	  has	  become	  a	  tool	  for	  creating	  excitement,	  shock	  and	  terror	  where	  audiences	  engage	  in	  
the	  delight	  and	  pleasure	  of	  watching	  celebrities	  being	  frightened.	  The	  emphasis	  on	  shock	  and	  
excitement	  makes	  spiritualism	  simply	  an	  ephemeral	  media-­‐constructed	  moment	  of	  emotional	  
response	  that	  is	  soon	  replaced	  by	  further	  similar	  moments.	  
From	  television	  programmes	  to	  magazines	  and	  newspaper	  articles,	  contemporary	  media	  
extracts	  the	  motifs	  of	  orthodox	  Spiritualism	  for	  the	  creation	  of	  spectacle.	  However	  what	  has	  become	  
apparent	  through	  this	  research	  is	  that	  appropriated	  forms	  of	  Spiritualism	  are	  not	  simply	  represented	  
but	  there	  is	  a	  far	  more	  complex	  re-­‐shaping	  and	  re-­‐presentation	  at	  work,	  a	  meshing	  of	  both	  orthodox	  
motifs	  of	  Spiritualism	  and	  hyperreal	  representations.	  From	  the	  textual	  analysis	  of	  Most	  Haunted	  
what	  has	  presented	  itself	  is	  a	  strong	  pattern	  of	  simulated	  Victorian	  motifs	  of	  spiritualism	  within	  the	  
contemporary	  ghost-­‐hunting	  show	  with	  specific	  practices	  becoming	  the	  focus	  of	  attention.	  The	  
séance,	  calling	  out	  and	  subsequent	  noises	  and	  tappings	  (attributed	  to	  spirit	  communication),	  and	  
episodes	  of	  table	  tipping	  and	  Ouija	  pervade	  media	  spiritualist	  style.	  This	  thesis	  goes	  some	  way	  to	  
unpacking	  how	  these	  motifs	  of	  the	  Victorian	  epoch	  of	  Spiritualism	  are	  themselves	  making,	  to	  use	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The	  thesis	  has	  theorised	  that	  these	  visitations	  are	  however	  not	  representations	  but	  re-­‐
presentations,	  where	  the	  whole	  concept	  and	  Spiritualist	  practice	  is	  significantly	  manipulated	  by	  the	  
media.	  What	  is	  now	  on-­‐air	  is	  not	  just	  a	  simulation	  of	  spiritualism	  in	  the	  ‘authentic’	  setting	  of	  reality	  
television	  (the	  simulation	  already	  removes	  the	  theological	  discourse	  of	  Spiritualism)	  but	  the	  
audience	  are	  presented	  with	  something	  completely	  different,	  an	  event	  that	  never	  existed	  in	  the	  first	  
place,	  as	  a	  genuine	  Spiritualist	  experience.	  The	  examples	  given	  within	  this	  thesis	  of	  the	  media	  
appropriation	  of	  Victorian	  motifs	  of	  Spiritualism	  witness	  the	  removal	  of	  the	  medium	  completely	  
from	  séances,	  parapsychologists	  conducting	  séances,	  and	  no	  limit	  on	  who	  can	  interpret	  or	  
communicate	  with	  spirit.	  	  
Technology	  is	  now	  fused	  with	  pseudo-­‐Victorian	  parlour	  motifs,	  where	  the	  ghost-­‐hunting	  
programme	  uses	  handycams	  to	  interpret	  spirit	  responses	  after	  calling	  out,	  webcams	  are	  now	  
positioned	  on	  groups	  who	  are	  table	  tipping,	  motion	  sensors	  are	  set	  up	  to	  ‘catch’	  ghostly	  
manifestations,	  and	  EMF	  devices	  scan	  the	  environment	  for	  electrical	  anomalies	  during	  episodes	  of	  
mediumship	  and	  séances;	  electricity	  itself	  being	  aligned	  with	  the	  existence	  of	  spirits	  (outlined	  in	  
chapter	  six).	  These	  re-­‐presentations	  have	  solidified	  the	  transference	  of	  Spiritualism	  from	  a	  
theological	  discourse	  to	  a	  media	  spectacle,	  where	  any	  notion	  of	  the	  genuine	  practice	  has	  not	  only	  
been	  removed	  through	  media	  simulation	  but	  where	  the	  media	  technologisation	  of	  the	  motifs	  further	  
distances	  discussions	  of	  the	  theological,	  replacing	  such	  practices	  with	  only	  a	  stylised	  choreographed	  
media	  spectacular.	  
The	  thesis	  transported	  this	  notion	  one	  step	  further	  through	  the	  theoretical	  work	  of	  
Baudrillard	  and	  his	  framework	  of	  ‘retrospective	  hallucination’	  (2007:	  11).	  Here	  Baudrillard	  envisages	  
a	  repatriation	  of	  the	  authentic	  (in	  his	  case	  an	  original	  cloister	  of	  Saint-­‐Michel	  de	  Cuxa)	  back	  to	  its	  
original	  location	  as	  being	  the	  ultimate	  in	  ‘supplementary	  subterfuge’.	  With	  contemporary	  media	  
spiritualism,	  this	  thesis	  has	  researched	  how	  spiritualism	  is	  disguised	  as	  if	  it	  is	  ‘authentic,’	  but	  is	  
actually	  far	  from	  the	  genuine.	  The	  re-­‐presentation	  of	  historic	  Spiritualist	  motifs	  is	  transported	  
through	  the	  media	  and	  repatriated	  back	  into	  the	  darkened	  rooms	  of	  the	  neo-­‐gothic	  mansions	  or	  
derelict	  castles.	  This	  becomes	  a	  highly	  constructed	  and	  re-­‐shaped	  form	  of	  media	  spiritualism	  that	  is	  
directed	  and	  produced	  using	  the	  existing	  media	  codes	  and	  conventions	  with	  a	  sole	  aim	  of	  
constructing	  a	  heightened	  spectacle.	  In	  this	  context	  contemporary	  spiritualism	  within	  the	  media	  
conceals	  what	  is	  on	  offer.	  It	  is	  not	  an	  experience	  of	  metaphysical	  intrigue	  and	  spiritual	  engagement	  
but	  actually	  a	  disenchanting	  experience,	  where	  the	  simulation	  on	  screen	  gives	  nothing	  up,	  the	  
simulated	  images	  are	  produced	  as	  coded	  packages	  absent	  of	  theological	  discourse.	  This	  is	  triumph	  of	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the	  mundane	  in	  media	  spiritualism,	  in	  which	  concepts	  of	  another	  world	  of	  spirits	  becomes	  merely	  
the	  vehicle	  for	  televisual	  effects.	  
The	  concept	  of	  retrospective	  hallucination	  can	  be	  used	  to	  understand	  the	  nature	  of	  another	  
phenomenon.	  Hill	  points	  to	  the	  significance	  of	  contemporary	  ghost	  hunting	  media	  such	  as	  Most	  
Haunted	  and	  their	  role	  in	  inciting	  the	  popularity	  of	  what	  she	  terms	  ‘ghost	  tourism’.	  Hill	  notes	  that	  
people	  want	  to	  experience	  Most	  Haunted	  for	  real.	  The	  emergence	  of	  the	  contemporary	  paranormal	  
experience	  as	  a	  business	  sees	  tourist	  operators	  offering	  groups	  the	  opportunity	  to	  revisit	  the	  same	  
‘haunted’	  locations	  as	  seen	  in	  television	  ghost-­‐hunts	  using	  the	  same	  methodologies	  —	  night	  time	  
vigils	  using	  infra	  red	  cameras,	  séances,	  table	  tipping,	  EMF	  meters	  and	  EVP	  recording	  —	  there	  is	  also	  
the	  notion	  that	  the	  whole	  experience	  is	  now	  just	  a	  commodification,	  a	  themed	  experience,	  such	  as	  a	  
ghost	  walk	  where	  people	  jump	  out	  at	  the	  participants.	  In	  this	  paradigm	  the	  business	  element	  and	  
the	  retrospective	  hallucination	  further	  serves	  to	  remove	  an	  authentic	  spiritual	  experience.	  
Media	  spiritualism	  has	  now	  become	  the	  spectacle,	  a	  re-­‐presentation	  of	  Victorian	  Spiritualist	  
motifs,	  repackaging	  them	  for	  audiences	  to	  gaze	  at	  and	  enjoy	  the	  narrative	  and	  style.	  Within	  this	  
there	  is	  clearly	  something	  different	  in	  media	  spiritualism,	  the	  spectaculariasation	  of	  media	  
spiritualism	  has	  produced	  a	  nostalgic	  simulation.	  It	  is	  Jameson	  who	  theorises	  this	  position	  through	  
his	  work	  on	  pastiche,	  parody	  and	  contemporary	  society’s	  emersion	  in	  styles	  that	  play	  on	  the	  
traditional	  yet	  are	  without	  any	  associated	  meaning	  in	  relation	  to	  the	  original,	  because	  we	  are	  now	  
surrounded	  by	  postmodernist	  styles	  that	  play	  on	  modernist	  forms	  and	  practices:	  
	  
the	  producers	  of	  culture	  have	  nowhere	  to	  turn	  but	  to	  the	  past:	  the	  imitation	  of	  dead	  styles,	  
speech	  through	  all	  the	  masks	  and	  voices	  stored	  up	  in	  the	  imaginary	  museum	  of	  new	  global	  
culture	  (Jameson	  et	  al.,	  2005:	  202).	  
	  
There	  is	  also	  a	  very	  real	  sense	  of	  a	  reliance	  on	  nostalgia	  where	  historic	  styles	  have	  become	  broken	  
down	  into	  motifs,	  cannibalised	  and	  regurgitated	  in	  the	  media,	  offering	  a	  hyperrealised	  simulation	  of	  
the	  past	  in	  an	  over	  stimulated	  form	  (2005:	  203).	  This	  kind	  of	  pastiche	  is	  exactly	  what	  is	  occurring	  
within	  media	  spiritualism,	  which	  offers	  an	  empty	  layer	  of	  style	  to	  produce	  a	  textual	  incarnation	  of	  
Spiritualism,	  using	  prior	  forms	  of	  Spiritualism	  to	  construct	  a	  media	  spectacle.	  The	  empty	  spiritualist	  
styling	  within	  the	  media	  has	  shown	  evidence	  of	  ghostly	  visitations	  of	  early	  forms	  of	  Spiritualism,	  
particularly	  the	  séances,	  tappings,	  table	  tipping	  and	  ‘household	  object’	  movement	  (Owen,	  2004b:	  
97)	  that	  became	  so	  much	  a	  signifier	  of	  spirit	  communication	  in	  the	  1800s.	  A	  critical	  shift	  however	  is	  
that	  there	  are	  elements	  of	  media	  spiritualism	  that	  no	  longer	  even	  orchestrate	  a	  spectacle:	  the	  
spiritualist	  style	  itself	  has	  attained	  the	  spectacle.	  In	  Michael	  Jackson:	  The	  Live	  Séance	  (SKY	  1,	  2009)	  
there	  are	  no	  tappings	  or	  other	  noises,	  no	  movement	  of	  the	  table	  or	  other	  extraordinary	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‘metaphysical’	  occurrences.	  The	  real	  difference	  now	  is	  that	  there	  is	  a	  pastiche	  of	  style	  and	  nostalgia	  
that	  people	  recognise;	  these	  have	  become	  accepted	  tropes	  and	  a	  form,	  a	  narrative	  built	  into	  the	  
contemporary	  consciousness	  that	  no	  longer	  needs	  to	  include	  heightened	  elements	  of	  spectacle,	  the	  
style	  of	  spiritualism	  and	  paranormal	  media	  is	  all	  that	  is	  needed.	  Within	  this	  paradigm,	  the	  
importance	  of	  Most	  Haunted	  is	  evidently	  clear.	  It	  established	  the	  tropes	  that	  have	  become	  so	  
important	  in	  creating	  the	  new	  spectacle.	  The	  show’s	  empty	  set	  of	  codes	  and	  motifs	  has	  defined	  the	  
ghost	  hunting	  and	  spiritualist	  style,	  which	  has	  now	  become	  a	  spectacle	  of	  itself.	  Merrin	  (2005)	  and	  
Gane’s	  (1991)	  interpretation	  of	  Baudrillard’s	  simulation	  can	  be	  seen	  to	  reside	  in	  this	  paradigm,	  
where	  the	  frames	  that	  control	  what	  produced	  by	  the	  media,	  the	  images	  and	  styles,	  while	  empty	  of	  a	  
signified	  are	  used	  to	  reinforce	  the	  existing	  framework	  of	  paranormal	  television,	  where	  the	  viewer	  
can	  read	  these	  empty	  signs	  as	  a	  language	  unique	  to	  that	  genre	  of	  programming.	  
This	  simulated	  media	  spiritualism	  with	  its	  removal	  of	  theological	  discourse	  aids	  our	  
understanding	  of	  the	  ways	  in	  which	  contemporary	  British	  enchantment	  is	  attained.	  Ostensibly	  the	  
rise	  in	  representations	  of	  spiritualism	  might	  have	  indicated	  a	  surge	  in	  metaphysical	  and	  spiritual	  
interests	  or	  beliefs,	  but	  what	  has	  emerged	  throughout	  this	  thesis	  is	  these	  representations	  conceal	  a	  
complete	  removal	  of	  the	  enchanted	  experience,	  thus	  disenchanting	  audiences	  who	  actually	  view	  the	  
entire	  performance	  of	  spiritualism	  as	  a	  media	  production,	  where	  the	  style	  offers	  the	  overriding	  
spectacle.	  Here	  celebrities	  and	  celebrity	  mediums	  occupy	  the	  same	  space,	  and	  both	  assume	  the	  
spectacle	  of	  nullity,	  thereby	  media	  representations	  of	  spiritualism	  can	  be	  understood	  as	  a	  force	  for	  
disenchantment.	  
This	  study	  aimed	  to	  illuminate	  a	  new	  area	  of	  research	  into	  spiritualism	  in	  the	  media,	  drawing	  
on	  a	  qualitative	  approach	  to	  understand	  the	  nature	  of	  contemporary	  Spiritualism,	  and	  its	  
transformation	  to	  media	  spectacle.	  While	  Hill	  (2010)	  argues	  largely	  that	  the	  contemporary	  ghost-­‐
hunting	  programme	  constitutes	  a	  rise	  in	  paranormal	  beliefs,	  this	  study	  has	  actually	  extracted	  
evidence	  that	  suggests	  the	  contrary,	  finding	  that	  the	  media	  offering	  is	  a	  removal	  of	  the	  enchanted,	  
replacing	  belief	  in	  authentic	  Spiritualism	  with	  an	  understanding	  of	  media	  spectacle	  and	  style.	  	  
Until	  recently	  Spiritualism	  and	  its	  relationship	  with	  the	  media	  has	  remained	  an	  area	  largely	  
absent	  of	  academic	  focus.	  Hill	  in	  her	  work	  Paranormal	  Media	  (2010)	  offers	  the	  first	  real	  detailed	  
insight	  into	  the	  phenomenon,	  with	  others	  such	  as	  Koven	  (2007)	  and	  Heholt	  (2012)	  providing	  further	  
work	  on	  the	  relationship	  between	  representations	  of	  Spiritualism	  in	  the	  media	  and	  the	  audience.	  
Using	  Baudrillard’s	  theory	  of	  simulation	  alongside	  Kellner	  and	  Darley’s	  articulation	  of	  media	  
spectacles	  has	  enabled	  this	  research	  to	  gain	  a	  unique	  insight	  on	  the	  rise	  of	  the	  contemporary	  ghost-­‐
hunting	  programme	  and	  the	  Spiritualism	  contained	  within.	  When	  researching	  a	  sociological	  
phenomenon	  such	  as	  the	  rise	  in	  contemporary	  representations	  of	  Spiritualism,	  it	  is	  easy	  to	  interpret	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heightened	  interest	  in	  paranormal	  beliefs	  and	  media	  representations	  on	  face	  value,	  approaching	  the	  
study	  assuming	  the	  representations	  of	  Spiritualism	  are	  authentic	  and	  offer	  a	  genuine	  experience	  of	  
the	  belief	  system	  and	  its	  practices.	  However	  utilising	  the	  methods	  undertaken,	  the	  evidence	  
presents	  a	  very	  different	  view	  and	  one	  that	  presents	  contemporary	  Spiritualism	  in	  the	  media	  as	  a	  
driving	  force	  for	  disenchantment,	  removing	  theological	  discussions	  and	  focusing	  on	  presenting	  a	  set	  
of	  predictable	  codes	  and	  on-­‐screen	  events	  that	  are	  spliced	  together	  to	  form	  a	  media	  spectacle.	  	  
The	  research	  undertaken	  has	  also	  uncovered	  a	  new	  area	  of	  investigation.	  The	  re-­‐
presentation	  of	  Victorian	  forms	  of	  Spiritualism	  within	  the	  contemporary	  ghost-­‐hunting	  programme,	  
and	  how	  these	  media	  re-­‐presentations	  have	  themselves	  become	  appropriated	  into	  genuine	  
investigations	  conducted	  by	  real-­‐life	  ghost-­‐hunting	  groups.	  In	  effect	  the	  reshaped	  simulation	  has	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